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Abstract  
Musicians, as artistic beings, have an intrinsic need for creative fulfillment. This need is personal and 
comprises many elements. For orchestral musicians, creative fulfillment may be achieved simply by 
their involvement in a role which is in essence a creative genre. It may be achieved by working 
alongside and collaborating with like-minded people. It may also occur as the result of having the 
opportunity to contribute to the artistic decision-making processes of their organisation. Research 
demonstrates, however, the creative needs of orchestral musicians are not always being met. 
Orchestral musicians report dissatisfaction, due to a lack of opportunity to influence their orchestras’ 
artistic decision-making processes. They claim they are underutilised as decision makers or co-
collaborators in artistic processes.  
 
Previous research on this topic has mostly been conducted with orchestras outside of Australia. There 
is little research regarding Australian orchestras. This project aims to fill this gap. Accordingly, the 
aim of this project is to investigate the current and prospective involvement of Australian orchestral 
musicians in orchestral artistic decision-making processes. Musicians’ involvement in three key areas 
of orchestral organisations are examined: artistic planning, the rehearsal setting, and professional 
development, chamber, and education programs. Musicians’ experiences and perceptions of 
individual creative fulfillment within the workplace are discussed according to Maslow’s hierarchy 
of needs.  
 
Participants are musicians from two contrasting organisations: an Australian state symphony 
orchestra (governed), and an Australian conductorless chamber orchestra (self-governed approach). 
The project follows a convergent parallel mixed methods design, collating data from questionnaires 
and interviews.  
 
Results of the combined data indicate that the majority of the symphony orchestra musician 
participants are creatively unfulfilled, with organisational hierarchies hindering their opportunity to 
exert influence on artistic planning. In comparison, the conductorless chamber orchestra musician 
participants report a lack of creative fulfillment within the rehearsal setting, due to orchestral leaders 
driving interpretative decisions, and mixed opinions on rehearsal methods.  
 
This research provides Australian orchestral organisations an insight into the creative needs of their 
employees, and the organisational procedures that could be implemented to support musicians feeling 
valued in their careers for the mutual benefit of the organisation.  
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Chapter One 
Introduction 
 
1.1 Background of the Research Project 
At the age of eight, I experienced my first ‘real’ orchestra rehearsal, as a member of a state junior 
strings ensemble. The other children, all two to four years older than me, seemed very mature. They 
arrived promptly each week and immediately got down to business. They knew how to follow the 
directions from the orchestral management, they understood how and when to communicate with 
leaders in the ensemble, and they could follow and interpret the conductor’s movements. It wasn’t 
too long before I was following suit. I came to understand my role as an orchestral musician in these 
early years as that of obedience and commitment. Over the next 15 years, I successfully auditioned 
for roles in a range of national and international youth, university, and semi-professional chamber 
and symphony orchestras. Despite holding various positions, including section principal on a number 
of occasions, my role as an orchestral musician barely changed throughout this time. My primary role 
continued to be that of obedience and ongoing commitment. My sole responsibility and all that was 
ultimately expected of me, was to prepare and play the music to a high standard. I would come and 
go from orchestral rehearsals with my mind consumed with thoughts regarding the current repertoire. 
I did not ever question next season’s repertoire as that was not my concern. I was satisfied enough 
with the opportunities to play exciting and challenging music, develop leadership skills, and to 
immerse myself in environments that facilitated my development as an orchestral musician.  
 
In recent years, my perspective regarding my role in the orchestra has changed. I have wanted greater 
involvement in the decision-making, so I have begun to seek other avenues where I might utilise my 
skills, knowledge and education. My orchestral experiences have led me to question the avenues 
available for orchestral musicians to experience creativity, particularly within artistic decision-
making processes. I have pondered what might an orchestral musician achieve if encouraged and 
enabled to greater involvement. I have wondered at what stage in an orchestral career would an 
orchestral musician be considered more than just a ‘performer’. This thought has led me to consider 
when do orchestral musicians begin to contribute to the orchestral organisation outside the parameters 
of the rehearsal room. Or, is it the case that professional orchestral musicians continue to ‘come and 
go’ from rehearsals, with the same level of involvement that eight-year-olds have in their first ‘real’ 
orchestra?  
 
These questions have been the catalyst for my research, and have prompted me to investigate the 
level of involvement that professional orchestral musicians have in their orchestral organisations’ 
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artistic decision-making processes. During my experiences within orchestras, I have noticed some 
differences in the levels of artistic involvement afforded in symphony orchestras versus chamber 
orchestras. This observation has driven my want to examine the roles of musicians in artistic decision-
making processes in these contrasting orchestral contexts.  
 
1.1.1 Orchestral musician involvement in artistic decision-making processes. 
The roles of orchestral musicians within international symphony orchestras, which are often led by a 
conductor, and international chamber orchestras, which are often led by the musicians without a 
conductor, has attracted some research. Results of studies reveal a contrasting level of involvement 
in artistic decision-making processes, between musicians in these two orchestral structures (Badger 
Both, n.d.; Colson, 2012; Faulkner, 1973; Gillinson & Vaughan, 2003; Lewis, 2001; Maitlis, 1997; 
Ravet, 2016; Winston Churchill Memorial Trust, 2015).  
 
Within the symphony orchestra, it is often senior management who drive the decisions within the 
artistic planning processes (Badger Booth, n.d.). This includes taking responsibility for developing 
concert programs (Badger Booth, n.d.). Although symphony orchestral musicians may be encouraged 
to contribute to these artistic decisions via artistic committees, there are varying levels to which these 
committees embrace the orchestral musicians’ contributions to the artistic decisions (Maitlis, 1997). 
Organisational hierarchies and entrenched procedures may hinder orchestral musicians from 
contributing to artistic decision-making processes (Bennett, 2008; Brodsky, 2006; Parasuraman & 
Purohit, 2000; Ruud, 2000). As a consequence, orchestral musicians can experience a lack of creative 
fulfillment within their orchestral roles. This is particularly the case for symphony orchestral 
musicians, who report most dissatisfaction with the “absence of opportunities for individual creative 
and strategic involvement” (Bennett, 2008, p. 47). The lack of musician involvement in artistic 
planning might reflect an organisational divide between orchestral management and orchestral 
musicians, which is common in symphony orchestras (Ruud, 2000). Effectively, this divide enables 
orchestral management to exert control over artistic decisions which, in turn, potentially limits the 
symphony orchestral musicians’ capacity to contribute to artistic decisions. 
 
In the rehearsal setting, the traditional hierarchies of a symphony orchestra result in the conductor 
having the most influence in determining the musical interpretation (Colson, 2012). In addition, 
principal players may exert some control over the interpretative decisions, by leading the way in 
which their instrumental section approach musical elements such as timbre, articulation, and the 
“convergence of expressive intentions” (Ravet, 2016, pp. 297 – 298).  
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In comparison to the symphony orchestra, the conductorless chamber orchestra is more inclined to 
utilise its musicians as artistic resources both within artistic planning processes and the rehearsal 
setting (Gillinson & Vaughan, 2003; Winston Churchill Memorial Trust, 2015). Highly 
communicative and collaborative environments are encouraged, thus enabling all musicians in a 
conductorless chamber orchestra to contribute to artistic and interpretative decisions (Gillinson & 
Vaughan, 2003; Winston Churchill Memorial Trust, 2015). The success of the non-hierarchical, 
multi-leader conductorless chamber orchestra is the result of modern musicians “[craving] – and even 
[demanding] a more direct voice in their orchestral music making” (Lewis, 2001, p. 52). 
 
Musicians can experience limited creative opportunities for collaboration and artistic input within the 
rehearsal setting (Parasuraman & Purohit, 2000). For example, section players in both symphony and 
conductorless chamber orchestras can often feel “undervalued….underutilised,” and 
“underappreciated” (Parasuraman & Purohit, 2000, p. 74; Winston Churchill Memorial Trust, 2015, 
p. 27). Furthermore, those figures who have higher standing within the orchestral hierarchy (i.e. 
conductors and principals) could potentially dominate artistic decisions regarding musical 
interpretation (Ellemers, 2010; Islam, 2014). Such domination may be particularly problematic for 
the sectional players of conductorless chamber orchestras, where the absence of conductors could 
allow principals to have free reign to drive interpretative decisions.  
 
To mitigate their potential lack of creative fulfillment with regard to artistic planning processes and 
within the rehearsal setting, many orchestral musicians seek alternative avenues to achieve higher 
levels of involvement in artistic and interpretative decision-making processes. For example, chamber 
and education programs often serve to fulfil the creative needs of orchestral musicians (Abeles & 
Hafeli, 2014; Oakland & Ginsborg, 2014; Parasuraman & Purohit, 2000). Within these programs, 
orchestral musicians are able to explore individualised creativity, exert control over artistic decisions, 
and develop collaborative environments (Abeles & Hafeli, 2014; Oakland & Ginsborg, 2014; 
Parasuraman & Purohit, 2000). Orchestral musicians highly value such opportunities to exert 
influence, and to contribute to artistic decision-making processes (Abeles & Hafeli, 2014; Oakland 
& Ginsborg, 2014; Parasuraman & Purohit, 2000).  
 
In summary, international orchestral musicians have reported dissatisfaction within their orchestral 
roles, based on an inability to contribute to work-related decisions (Brodsky, 2006; Maitlis, 1997; 
Parasuraman & Purohit, 2000; Ruud, 2000). This research project investigates whether similar 
experiences are being shared with Australian orchestral musicians, and how these experiences impact 
their creative fulfillment.  
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1.1.2 Musicians’ creative fulfillment: Humanistic psychology and self-actualisation. 
Building on the foundational knowledge on the organisational processes of symphony and chamber 
orchestras, further investigations have been made into how organisational processes, such as artistic 
decision-making processes and managerial procedures, impact the creative fulfillment of orchestral 
musicians (Bennett, 2008; Brodsky, 2006; Parasuraman & Purohit, 2000; Ruud, 2000).  
 
For this research project, the creative fulfillment of orchestral musicians is considered to be personal 
and comprising many elements. The elements contributing to creative fulfillment might include 
musicians having autonomy and opportunity to express their thoughts and emotions through their 
music, being given the chance to perform, and being able to contribute to musical interpretation 
(Boerner & Von Streit, 2007; Seaman, 2013; Winston Churchill Memorial Trust, 2015). Elements 
may also include participation in the decision-making processes that contribute to the design of 
concert programs (Boerner & Von Streit, 2007; Seaman, 2013; Winston Churchill Memorial Trust, 
2015). Creative fulfillment may also come from orchestral musicians working with like-minded 
people, having a sense of camaraderie, and being paid to be involved in their “life’s passion” 
(Brodsky, 2006, p. 682). This research project focuses on investigating the subjective creative 
fulfillment musicians experience in relation to opportunities to participate in artistic decision-making 
processes, within artistic planning, the rehearsal setting, and adjunct avenues including professional 
development, chamber, and education programs.  
 
In this project’s investigation of the creative fulfillment of orchestral musicians, a humanistic 
psychology perspective is included. Moss (2015) states “the humanistic movement in psychology has 
emphasised the search for a philosophical and scientific understanding of human existence that does 
justice to the highest reaches of human achievement” (p. 3). Essentially, humanistic psychology 
discusses individuals being driven towards realising their full potential (Diaz, 2014; Moss, 2015). 
Abraham Maslow (1908 – 1970), a significant theorist in the humanistic psychology movement, 
contributed concepts such as the self-actualising individual, and the hierarchy of needs (Diaz, 2014). 
Maslow’s concept of self-actualisation encapsulates the “inherent movement of human beings toward 
the fulfillment of their potential” (Diaz, 2014, p. 918). His “theory of the self” acted as a foundation 
for other psychologists within the humanistic psychology movement, including Carl Rogers and 
Sidney Jourard (Moss, 2015, p. 12). Rogers’ client-centred therapy and Jourard’s psychology of self-
disclosure reflected Maslow’s concept of self-actualisation by elaborating on “the interpersonal 
conditions most helpful in awakening and actualising the inner self” (Moss, 2015, p. 12). In addition, 
Maslow’s contemporaries Gordon Allport and Gardner Murphy studied personality psychology, 
including concepts drawing on an “individual’s spontaneous movement toward self-actualisation” 
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(Moss, 2015, p.11). Despite the frameworks’ similarities to Maslow’s self-actualisation, they are 
ultimately restricted to the examination of client and therapist relationships, and personality traits. In 
comparison, Maslow’s well-established hierarchy of needs is transferable to many contexts, and has 
been utilised in disciplines including social and organisational behaviour. For this project, Maslow’s 
hierarchy of needs is utilised to provide a humanistic psychology perspective, when discussing the 
creative fulfillment of orchestral musicians in relation to their involvement in artistic decision-making 
processes.  
 
1.2 Key Terms for the Research Project  
Creative Fulfillment: The term creative is defined as “having the quality or power of creating” and 
“resulting from the originality of thought or expression” (Delbridge & Bernard, 1998, p. 261). The 
term fulfil is defined as “to satisfy” (Delbridge & Bernard, 1998, p. 450). For this project, creative 
fulfillment is considered to be a subjective state experienced and self-reported by orchestral 
musicians. Creative fulfillment might be achieved through a variety of activities, for example working 
with like-minded people, and being paid to be involved in their “life’s passion” (Brodsky, 2006, p. 
682). Participating in organisational decision-making processes has the potential to contribute to 
orchestral musicians’ sense of creative fulfillment (Boerner & Von Streit, 2007; Seaman, 2013; 
Winston Churchill Memorial Trust, 2015).  
 
Artistic Decision-Making Processes: For the purpose of this study, when reference is made to 
artistic decision-making, this refers collectively to the artistic planning processes, and the 
interpretative decision-making processes within the rehearsal setting. Please see further details 
below. 
 
Artistic Planning Processes: Artistic planning occurs prior to the orchestral concert season, 
and includes the devising of content and repertoire for that season (Artistic Planning, n.d.). 
The artistic or music director, alongside senior management, often has control and influence 
over the artistic planning processes (Artistic Planning, n.d.). Orchestral musicians may be 
involved in artistic planning processes via artistic committees. 
 
Interpretative Decision-Making Processes: The term interpretation is defined as “the 
rendering of a dramatic part, music, etc.., so as to bring out the meaning, or to indicate one’s 
particular conception of it” (Delbridge & Bernard, 1998, p. 592). In the orchestral setting, the 
interpretative decision-making refers to a process carried out by the orchestral musicians and 
the conductor. These processes include determining the meaning of the repertoire before and 
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during the rehearsal process, and working to communicate this to the audience by performing 
with appropriate stylistic choices, throughout the concert. 
 
Professional Development, Chamber, and Education Programs: Professional development is 
defined as “a career-long process within which, via diverse learning activities, professionals refine 
and augment their knowledge and skills” (Beddoe, 2015, p. 89). Chamber programs, within orchestral 
organisations, provide musicians the opportunity to separate into smaller groups, and experience the 
collaborative environment of rehearsing and performing chamber music. Education programs, within 
orchestral organisations, enable musicians to actively partake in educational workshops and 
performances designed for the community, typically school and tertiary students.     
 
1.3 Aim and Research Questions of the Research Project 
The aim of this research project is to investigate the current and prospective involvement of Australian 
orchestral musicians in orchestral artistic decision-making processes, from the perspective of creative 
fulfillment. The musicians’ involvement in three organisational avenues will be investigated: (a) 
artistic planning, (b) the rehearsal setting, and (c) professional development, chamber, and education 
programs in their respective organisations. As the experiences of orchestral musicians may differ 
depending on the orchestral organisation within which they work, the aim is to investigate 
perspectives from two contrasting orchestras: (a) a symphony orchestra, and (b) a conductorless 
chamber orchestra. The musicians’ current and desired degree of involvement in artistic decision-
making processes will give an indication as to whether these musicians are being supported to achieve 
creative fulfillment in their orchestral work. The musicians’ involvement in artistic decision-making 
processes will be discussed using Maslow’s hierarchy of needs as it applies to the workplace, in this 
case the orchestral organisation setting. 
 
The research aim is expressed through the following research questions: 
 
1. What are Australian orchestral musicians’ perspectives of their current and prospective 
involvement in their orchestra’s artistic decision-making processes? This research question is 
examined in relation to three organisational avenues: 
a. Artistic planning 
b. Rehearsal setting; and 
c. Professional development, chamber, and education programs 
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2. Are musicians’ perspectives, regarding their current and prospective involvement in their 
orchestra’s artistic decision-making processes, similar for symphony orchestral musicians and 
conductorless chamber orchestral musicians? 
 
1.4 Approach of the Research Project 
The project adopts a comparative case study approach in order to examine the responses of orchestral 
musicians from two contrasting organisations: an Australian state symphony orchestra, and an 
Australian conductorless chamber orchestra. A convergent parallel mixed methods research design 
was implemented by simultaneously collecting quantitative and qualitative data. Quantitative data 
were collected via a voluntary questionnaire which was distributed to the orchestral musicians of the 
two selected orchestras. The quantitative data provided a foundational understanding for the current 
and prospective involvement of Australian orchestral musicians in their organisations’ artistic 
decision-making processes. Qualitative data were collected via open-ended questions that formed part 
of the questionnaire, as well as via individual, semi-structured interviews. The qualitative data 
expanded on the quantitative data, providing the research project with a more detailed account of the 
Australian orchestral musicians’ current and prospective involvement in their organisations’ artistic 
decision-making processes.   
 
1.5 Significance of and Justification for the Research Project 
Previous research with orchestral musicians in relation to artistic decision-making processes, has 
mostly been conducted outside of Australia. This research contributes new knowledge by 
investigating the involvement of Australian orchestral musicians in artistic decision-making 
processes. Furthermore, this research recognises the experiences of musicians in two contrasting 
orchestras. Whereas previous research has focused on investigating a single element or context that 
contributed to an orchestral musicians’ creative unfulfillment, this research investigates three 
organisational avenues that may impact an orchestral musicians’ creative fulfillment within their role. 
These three organisational avenues are artistic planning, the rehearsal setting, and professional 
development, chamber, and education programs (see 1.3). Finally, this research offers a new 
perspective by examining data through the theoretical lens of humanistic psychology.  
 
The results of this research project will provide Australian orchestral organisations an insight into the 
creative needs of their employees, and the organisational procedures that could be implemented to 
support musicians to feel creatively fulfilled in relation to their respective orchestra’s artistic 
decision-making processes. Furthermore, the results of the project are expected to highlight the 
important contributions that orchestral musicians are able to make towards artistic decisions. Results 
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of this project might provide a foundation for improved culture and relationships within different 
Australian orchestral organisations, potentially leading to enhanced organisational processes and 
artistic outcomes.  
 
1.6 Intended Audience for the Research Project Outcomes 
The intended audience for this research project includes (a) researchers within this field, and (b) 
orchestral musicians, (c) conductors, (d) artistic directors, (e) management teams, and (f) arts 
administrators, within Australian orchestral organisations. The results of this research project will 
offer stakeholders an understanding of the effects of existing internal processes in the participating 
orchestras, on the experiences and opinions of their own musicians in relation to artistic decision-
making processes. With improved awareness, management may then choose to implement initiatives 
that can improve the artistic decision-making processes in their own orchestras. Furthermore, the 
project may encourage orchestral musicians to reflect on their own sense of creative fulfillment, and 
consider if they would benefit by addressing current concerns with their colleagues and managers.  
 
This project also provides researchers within relevant research fields a greater understanding of 
Australian orchestral musicians, and provides tertiary music students, as prospective orchestral 
musicians, an insight into Australian orchestral careers.  
 
1.7 Structure of the Thesis 
The thesis comprises six chapters. Chapter Two critically reviews and analyses pre-existing research 
relevant to orchestral musicians’ creative fulfillment. Chapter Two synthesises the literature relevant 
to the main themes of the project: the institutional structures and organisational procedures of 
governed and self-governed symphony and chamber orchestras; the role of orchestral musicians in 
artistic decision-making processes with regard to artistic planning, the rehearsal setting, and 
professional development, chamber, and education programs; and the humanistic psychology 
theoretical perspective relevant to the creative needs of people within the workplace context.  
 
Chapter Three provides a detailed description of the project methodology, including an explanation 
and justification for the pragmatic research paradigm, and the comparative case study and the mixed 
methods research approach taken. The chapter also discusses participant recruitment, and the 
procedures of the collection and analysis of the quantitative and qualitative data. The validity and 
reliability considerations, the researcher’s role, and the ethical considerations of the project, are also 
presented.  
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Chapter Four presents an analysis of the likert scale and open-ended data, collected via the orchestral 
questionnaire. Chapter Five expands on the initial findings of the questionnaire, with an in-depth 
analysis of the qualitative interview data.  
 
Chapter Six concludes the thesis with a discussion of the combined quantitative and qualitative data, 
in relation to the research questions of the project and pre-existing research. The theoretical 
implications of the research project are also discussed. Based on the findings, implications and 
recommendations for adjustments to artistic decision-making processes, for the Australian state 
symphony orchestra and the Australian conductorless chamber orchestra, are made. Finally, 
suggestions for future research within this field are offered.  
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Chapter Two 
Literature Review 
 
2.1 Preamble 
The aim of this research project is to investigate the current and prospective involvement of Australian 
orchestral musicians in artistic decision-making processes. The research focuses on the involvement 
of orchestral musicians in three key organisational avenues: artistic planning, the rehearsal setting, 
and opportunities for professional development, chamber, and education programs. The aim is 
underpinned with a humanistic psychology perspective, and utilises Maslow’s hierarchy of needs 
when discussing the creative fulfillment of orchestral musicians in relation to their involvement in 
artistic decision-making processes.  
 
This chapter reviews research that is pertinent to an investigation of the project’s research questions 
(see 1.3). This chapter also reviews and presents the findings of previous research in order to place 
this project within the current body of knowledge. As this chapter shows the available literature is 
limited, and largely examines the experiences and perspectives of orchestral musicians from an 
international context, rather than from an Australian context. This research project intends to fill this 
gap, by investigating the roles of Australian orchestral musicians. Despite its international context, 
the literature presented in this chapter is able to anticipate the potential themes that will emerge from 
the subsequent investigations of Australian orchestral musicians (see Chapter Four; Chapter Five; 
Chapter Six).  
 
2.2 Introduction to Leadership and Artistic Decision-Making Processes in Music Ensembles 
The concept of a leader directing a music ensemble has existed since people began playing and 
singing in groups (Bowen, 2003). Reports suggest a giant ensemble of 800 performers in 709BC was 
directed by “a giver of rhythm,” who would beat a golden staff to keep the performers in time (Bowen, 
2003, p. 94). In the seventeenth and eighteenth centuries, a keyboard player and concertmaster would 
lead an ensemble with hand gestures and body movements (Bowen, 2003). The use of a conductor’s 
baton “found acceptance” between the years 1820 to 1840 (Bowen, 2003, p. 101). It could be 
presumed that within a historical context, the role of a leader was to provide rhythmic stability to an 
ensemble, and to direct the rehearsal enforcing their own ideas. As Sherman (2003) identifies, some 
critics indicate that performances of earlier music “had little interpretative individuality,” and a 
“dominating personality” was required either “at the podium or on an instrument” (p. 246). 
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Today’s music ensembles have varying approaches to the concept of leadership and musician 
involvement in artistic decision-making processes. Research suggests that twenty-first century 
instrumental chamber ensembles, comprising a small number of musicians, and of similar size to 
those ensembles that were directed by keyboardists and concertmasters in earlier centuries, have taken 
on a more collaborative approach. For example, in a study of the rehearsal and performance processes 
of a string quartet, Seddon and Biasutti (2009) observe that each member of the string quartet was 
involved in the artistic decision-making processes, by discussing “creative changes” regarding the 
interpretation and musical style of the piece (pp. 125 – 126). However, the results of a study 
examining teamwork within a European chamber choir suggest that some singers were dissatisfied 
with the lack of inclusion in artistic decision-making, claiming that “everything is left to the conductor 
– it is not democratic and there is little room for participation” (Kirrane, O’Connor, Dunne, & 
Moriarty, 2017, pp. 361 - 362).  
 
The contrasting results of these studies suggest that ensembles with designated leaders, such as a 
conductor, are likely to have artistic decision-making processes driven by said leader. However, 
alternative previous research suggests that leadership figures, in twenty-first century ensembles, can 
also help shape the level of involvement musicians have in artistic decision-making processes.  
 
In the twenty-first century orchestra, musicians have varying degrees of involvement in artistic 
decision-making processes. On one hand, if the conductor is a transformational leader, he or she 
“find[s] a way to balance the individual musicians’ needs for autonomy and artistic self-realisation, 
with the orchestra’s goal of achieving a high-quality joint performance” (Boerner & Gebert, 2012, p. 
350). On the other hand, if a conductor’s leadership style is directive, this may leave musicians with 
little freedom to realise their individual interpretation of the music (Boerner, Krause, & Gebert, 2004, 
p. 465). However, if a conductor is charismatic in addition to directive, the musicians may be 
convinced by the conductor’s interpretation, and “accept the restrictions on their individual freedom” 
(Boerner et al., 2004, p. 469). Essentially, musician involvement in artistic decision-making processes 
within larger orchestras largely depends on the conductor’s leadership style.  
 
Previous research investigating musician involvement in artistic decision-making processes has 
largely been limited to examining the rehearsal setting. This project builds on this body of work, and 
in addition to the rehearsal setting, investigates the musicians’ involvement in artistic decision-
making processes across different areas of orchestral organisations.  
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This research project focuses on two contrasting types of orchestral ensembles, the symphony 
orchestra and the conductorless chamber orchestra. The following sections review research relevant 
to the understanding of these orchestras’ organisational structures and procedures. 
 
2.3 The Organisational Structures and Procedures of Twenty-First Century Orchestras 
The following sections discuss the different types of governance structures and procedures of twenty-
first century orchestras. An introduction to the structures and procedures of governed and self-
governed symphony and conductorless chamber orchestras, is also given.   
 
2.3.1 Defining the orchestra. 
The meaning of the term ‘orchestra’ has evolved throughout history. The word ‘orchestra’ originates 
from Ancient Greek1, indicating the ground level of an amphitheatre, and the space in front of the 
stage (Spitzer and Zaslaw, n.d.). By the seventeenth century, this area became the place for 
instrumentalists to play whilst accompanying singers and dancers during their performances (Spitzer 
and Zaslaw, n.d.). In the eighteenth century, the term ‘orchestra’ began to be used to identify 
instrumentalists as a collective ensemble, and since then this meaning has been maintained (Spitzer 
and Zaslaw, n.d.). Orchestras have fixed rehearsal routines, employ highly qualified musicians, 
typically have large management departments, and are directed by a leadership figure, such as a 
conductor and artistic director (Spitzer and Zaslaw, n.d.).  
 
2.3.2 The governance of orchestras.  
There are three contrasting governance structures under which a modern orchestra might operate. 
Firstly, an orchestra may be governed by the state, employing government officials as managers, and 
receiving support from major sponsors, such as state-owned radio stations (Spitzer and Zaslaw, n.d.). 
Secondly, an orchestra may operate as an independent, not-for-profit organisation, governed by a 
board of directors and professional managers (Spitzer and Zaslaw, n.d.). Thirdly, an orchestra may 
be self-governed, ultimately assigning control over management and decision-making procedures to 
the musicians (Spitzer and Zaslaw, n.d.). A self-governed orchestra embraces and utilises the skills 
and expertise of its employees by placing the control over artistic and strategic decision-making 
processes into the hands of the orchestral musicians (Gillinson & Vaughan, 2003, p. 195).  The 
orchestral musicians of a self-governed orchestra typically have authority over electing retained 
																																																						
1 Orchēstra 	
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conductors and the board of directors, and have the final say over any decisions related to the 
organisational “strategy, direction and policies” (Gillinson & Vaughan, 2003, p. 195).  
 
Regardless of governance structure, every orchestra, including symphony and chamber orchestras, 
maintains arts administration as a key branch of their internal management systems. Arts 
administrators are “responsible for facilitating an organisation’s day-to-day operations as well as the 
strategic long-range planning necessary to fulfil the organisation’s mission” (Badger Booth, n.d., 
“Arts Administration,” para. 1). Arts administrators are separated into areas such as program 
development and strategic planning, board membership and development, human resource 
management, marketing and public relations, fundraising, accounting, and financial management 
(Badger Booth, n.d.). Within orchestral arts management, senior management most often have control 
and influence over artistic planning processes, which typically consists of devising content and 
repertoire for concert seasons, booking national and international guest soloists, and scheduling tasks 
for staff (Artistic Planning, n.d.).  
 
The literature that describes arts administration and artistic planning processes rarely, if ever, 
mentions the involvement of orchestral musicians in these processes. Caust (2005) concurs, stating 
that “arts organisations are encouraged to be ‘business like’ in their operations with corporate style 
management structures and governance” (p. 153). However, competent artistic planning for an 
orchestral organisation requires extensive knowledge of composers, conductors, musicians, and 
orchestral repertoire (Artistic Planning, n.d.). From the available information, it would appear that 
the contribution musicians could make to artistic planning processes is underutilised or not recognised 
by orchestral organisations. Rather, the artistic decision-making is undertaken by management 
figures. It would seem orchestral musicians may not be valued by their organisations as potential 
contributors to the artistic planning.  
 
There are potential negative effects of the non-inclusion of musicians in artistic decision-making 
processes. As well as potentially having a direct and negative impact on the quality of orchestral 
performances, these processes may negatively affect musicians’ levels of satisfaction with their role, 
and ultimately, their sense of autonomy and creative fulfillment. Bennett (2008) finds the orchestral 
musicians’ most reported reason for dissatisfaction within their roles is the “absence of opportunities 
for individual creative and strategic involvement” (p. 47). The musicians’ level of involvement in 
artistic decision-making processes may also impact workplace culture, employee morale and 
organisational output, such as the performance standards in concerts. For example, Boerner and Von 
Streit (2007) find there is a positive link between creatively satisfied musicians and communicative 
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conductors, with high performance standards and successful organisational output. This finding was 
the outcome of an investigation of 208 musicians from 22 German symphony orchestras (Boerner & 
Von Streit, 2007). Although the study was restricted to a single cultural context, we can have some 
confidence in assuming other international orchestras and their respective musicians might have 
similar experiences. In summary, if orchestral musicians are actively and creatively engaged in the 
development of the artistic output, this might ultimately support their feelings of being valued and 
creatively fulfilled within their orchestral roles.  
 
The type of orchestral organisation can determine the opportunities available for musicians to 
contribute to artistic decision-making processes. The following sections outline the general 
organisational structures and procedures of symphony orchestras and conductorless chamber 
orchestras, and highlight where musicians may or may not be involved in artistic decision-making 
processes.  
 
2.3.3 The symphony orchestras’ organisational structures and procedures, and artistic 
decision-making processes. 
The modern-day symphony orchestral organisation usually comprises 90 to 100 musicians, and 
administrative, managerial, and technical staff. The size of the organisation requires a hierarchical 
operational structure to manage core business effectively. However, it has been shown that due to the 
nature of organisational hierarchies, it has become the prerogative of management to take control of 
most artistic decisions, leaving orchestral musicians with little influence in artistic decisions (Bennett, 
2008; Brodsky, 2006; Maitlis, 1997; Ruud, 2000). This hinders the orchestral musicians from 
participating in artistic planning processes (Bennett, 2008; Brodsky, 2006; Maitlis, 1997; Ruud, 
2000). This can lead to symphony orchestral musicians feeling creatively unfulfilled within their roles 
(Bennett, 2008; Brodsky, 2006; Maitlis, 1997; Ruud, 2000).  
 
Within symphony orchestral organisations, there can be a large division between the orchestral 
musicians and management figures (Ruud, 2000). Two codes exist, embracing two different 
ideologies: the artistic code and the business code (Ruud, 2000, p. 117). The artistic code is associated 
with the perspectives of the orchestral musicians relating to the “quality and integrity of the 
orchestra’s performance” (Ruud, 2000, p. 124). The business code, associated with management 
figures, is related to “decisions based on economic principles” (Ruud, 2000, p. 126). Ruud (2000) 
argues that the artistic and business codes compete against each other for organisational dominance. 
The business code “prevail[s] much of the time and, consequently, serve[s] to diminish artistic 
concerns about how the Symphony should function” (Ruud, 2000, p. 117). While management figures 
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in symphony orchestral organisations can dominate artistic planning processes, there are examples of 
self-governed symphony orchestras who encourage musician involvement.  
 
The London Symphony Orchestra (LSO) is renowned for its self-governed institutional structure, 
with research suggesting that the combined expertise of the musicians have contributed to its 
worldwide success (Making it Mutual, 2013). The musicians encouraged “wider ambitions,” and took 
major risks in programming (Making it Mutual, 2013). The involvement of the orchestral musicians 
in the LSO has also impacted both their local and greater community with the development of 
educational and community programs, a music education centre, and a record label (Making it 
Mutual, 2013). However, to the Researcher’s knowledge, no such self-governed symphony orchestra 
exists in Australia. Generally, the musicians’ roles are focused only on their performance skills.  
 
Typically, musicians engage in performance careers as a consequence of their personal artistic 
ambitions and desires (Gillinson & Vaughan, 2003). Arguably the orchestral career does not 
encourage aspirational behaviour, with literature suggesting that the role of a professional symphony 
orchestral musician is one of obedience (Huntsdale, 2013). Within the rehearsal setting of a symphony 
orchestra, the interpretative decisions are determined by the conductor alone, which can leave 
musicians feeling discouraged by their “lack of personal growth and creativity” (Gillinson & 
Vaughan, 2003, p. 194). This perspective is supported by Colson (2012) who proposes there are low 
levels of creativity within the rehearsal setting, because the conductor is “in charge” and “assertive” 
(p. 34). While this circumstance might be true in many symphony orchestras, there are exceptions.  
 
The symphony orchestral rehearsal can be a collaborative environment. British conductor Seaman 
(2013) believes that the orchestral rehearsal should be carefully balanced between the authority of 
the conductor, and the freedom of the musicians to contribute to interpretative decision-making 
processes. Similarly, American conductor Wittry (2007) proposes that the symphony orchestra should 
implement avenues within the rehearsal setting, that enable orchestral musicians to participate in 
interpretative decision-making processes. French musicologist Ravet (2016) suggests that principals 
already influence the musical interpretation, when they decide how their instrumental sections will 
approach musical elements, such as articulation and inflections.  
 
In summary, there is limited literature surrounding the general organisational procedures of 
symphony orchestras, as well as the symphony orchestral musicians’ perceptions and experiences of 
their involvement in artistic decision-making processes. Furthermore, there is little known about the 
state-of-affairs within Australian symphony orchestras. However, the available research suggests 
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symphony orchestral musicians have little influence in the artistic planning of their orchestral 
organisation. Also, symphony orchestral musicians are often not involved in the interpretative 
decisions within the rehearsal setting. However, other research suggests the rehearsal setting may be 
collaborative when it embraces symphony orchestral musicians as contributors to the musical 
interpretation. Research is yet to investigate the experiences of Australian symphony orchestral 
musicians in artistic planning processes and the rehearsal setting. Furthermore, it is warranted to 
question whether the experiences of symphony orchestral musicians are shared by other orchestral 
musicians, such as those in the chamber orchestra.  
 
2.3.4 The chamber orchestras’ organisational structures and procedures, and artistic 
decision-making processes.  
Chamber orchestras usually comprise 30 to 50 musicians, and play smaller-scale orchestral repertoire. 
Chamber orchestras are often self-governed. As previously mentioned, the innovative structure of the 
self-governed orchestra utilises the skills and expertise of its employees, by placing the control over 
the artistic and strategic decision-making processes into the hands of the orchestral musicians 
(Gillinson & Vaughan, 2003, p. 195). The orchestral musicians of a self-governed orchestra typically 
have the final say over any decisions related to the organisational “strategy, direction and policies” 
(Gillinson & Vaughan, 2003, p. 195).  
 
The inherent characteristics of the smaller and more intimate chamber orchestra facilitates the 
musicians to be more involved in artistic decision-making processes. Bennett (2008) provides an 
example of a self-governed chamber orchestra embracing their musicians as contributors to artistic 
decisions. In 2003, London’s St Paul Chamber Orchestra (SPCO) developed a new organisational 
structure that allowed their orchestral musicians, rather than the artistic director, to have significant 
influence over the “artistic vision” of the orchestra (Bennett, 2008, p. 48). The orchestral musicians 
ultimately determined the season programming, and shared in managerial procedures (Bennett 2008, 
p. 48). The SPCO managing director suggested that twenty-first century orchestral musicians are 
becoming frustrated because “they are not engaged, other than playing, in the real artistic planning 
and development of an orchestra” (Bennett, 2008, pp. 48 – 49). Innovative processes such as these 
provide orchestral musicians with avenues to express their artistic preferences and exert influence 
over the managerial procedures of their orchestral organisations.  
 
Based on the literature reviewed, it could be proposed that orchestral musicians in self-governed 
orchestras are more likely to be satisfied with artistic decision-making processes, than those in 
symphony orchestras with traditional institutional structures. Self-governed orchestras are more 
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inclined, and able, to provide their musicians with opportunities that satisfy their creative needs, and 
that also develop and broaden their skills in administrative and artistic planning processes. This would 
arguably benefit the organisational workplace culture, and the quality of the artistic output. In turn, 
this may have a positive impact on the ‘orchestral experience’ for the wider community, as 
demonstrated by the initiatives of the LSO (see 2.3.3).  
 
Research has shown that self-governed orchestras embrace collaboration and communication with 
their orchestral musicians, in artistic decision-making processes (Bennett, 2008; Gillinson & 
Vaughan, 2003; Making it Mutual, 2013). However, although the self-governed orchestra provides 
opportunities for orchestral musicians to exert influence, for some the presence of a conductor causes 
“democratically minded” orchestral musicians to seek employment in conductorless orchestras 
(Lewis, 2001, p. 47). It is suggested that the presence of a conductor does not encourage individual 
creativity. A violist from the well-renowned conductorless Orpheus Chamber Orchestra (OCO), 
states: 
 
In conducted orchestras, people often lose their initiative, watch without listening, and rely 
on the conductor to tell them what to do….Without a conductor, each musician is allowed a 
larger envelope. You can play with energy and enthusiasm without someone sticking his hand 
in your face. (Lewis, 2001, p. 47) 
 
The Orpheus Chamber Orchestra, founded in 1972, has raised the bar for other conductorless 
orchestras with its trademarked Orpheus Process™ (Lewis, 2001, p. 47). The Orpheus Process™ is 
a management model that ultimately abandons organisational hierarchies, by adopting the concept of 
rotating leaders, and effectively embracing a “multi-leader” workplace culture (Lewis, 2001, pp. 47 
- 48). Although the score designates which musicians are in charge, ultimately it is in the hands of a 
committee, comprising musicians, to elect a new concertmaster for every piece (Lewis, 2001, p. 48). 
The rotation of leadership helps to avoid the situation of musicians feeling “underappreciated or 
underutilised” (Winston Churchill Memorial Trust, 2015, p. 27). The Orpheus Process™ within the 
rehearsal setting is highly collaborative, effectively encouraging every orchestral musician to 
contribute to interpretative and artistic decision-making processes (Lewis, 2001, p. 48). Furthermore, 
each OCO musician consciously develops the habit of adopting a “respectful language” whilst 
communicating within the rehearsal setting (Winston Churchill Memorial Trust, 2015, p. 10).  
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The collaborative methods of the conductorless chamber orchestra are appealing to those who want 
to engage in a more creative process. Conductorless orchestras are growing in popularity 
internationally, as more orchestral musicians seek creative fulfillment within their performance roles:  
 
The impetus is relatively straightforward: an increasing number of today’s musicians crave – 
and even demand – a more direct voice in their orchestral music making than was feasible 
even a generation ago. What’s more, they are willing to extend themselves to make it happen. 
As long as these groups can convince audiences to attend and funders to support them, the 
conductor-less orchestra trend seems far from peaking. (Lewis, 2001, p. 52) 
 
Yet, there are challenges for organisations looking to embrace the collaborative artistic decision-
making processes in rehearsal settings. For example, communication skills and time management 
skills are paramount. Collaborative rehearsal methods, like the Orpheus Process™, are time-
consuming because the group decision-making process requires a greater number of rehearsals 
(Vredenburgh & Yunxia He, 2003, p. 22). If the orchestral musicians do not have the same skills in 
“communication…tolerant listening…[and] creative dialogue,” and if they feel uncomfortable in an 
environment with no authoritative figure, the orchestra will most likely be unsuccessful (Vredenburgh 
& Yunxia He, 2003, p. 22). However, enabling collaborative rehearsals extends the creative process, 
allowing the orchestral musicians to be engaged in innovative methods for longer periods 
(Vredenburgh & Yunxia He, 2003). These processes are likely to fulfil the creative needs of the 
orchestral musicians. 
 
In summary, research suggests conductorless chamber orchestral musicians engage in highly 
collaborative and communicative environments, potentially leading them to feeling creatively 
fulfilled within their roles. However, research is yet to explore if collaborative procedures, similar to 
those of the OCO, are reflected within the rehearsal settings of Australian conductorless chamber 
orchestras.  
 
The organisational structures and procedures of the symphony orchestra and conductorless chamber 
orchestra provide highly contrasting contexts through which to examine orchestral musician 
involvement in artistic decision-making processes. The following sections review literature 
examining, in greater detail, how orchestral musicians are able to be involved in artistic decision-
making processes in these two types of contrasting orchestral organisations.  
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2.4 The Role of Symphony Orchestral Musicians and Conductorless Chamber Orchestral 
Musicians in Artistic Decision-Making Processes 
This section focuses on the involvement of orchestral musicians in artistic decision-making processes, 
and how these decision-making processes impact the creative fulfillment of orchestral musicians.  
 
2.4.1 Artistic decision-making processes in orchestras. 
Research suggests orchestral musicians in governed orchestras have limited influence in the artistic 
decision-making processes of their respective organisations, when compared to those musicians in 
self-governed orchestras (Maitlis, 1997). A report investigating the formal and informal decision-
making processes of three British symphony orchestras with contrasting institutional structures, 
highlights that where there is more corporate control in orchestral organisations, there is less musician 
involvement and influence (Maitlis, 1997). Musicians in a governed orchestra were often provided 
with, and took advantage of, opportunities to contribute their opinions via orchestral committees, 
regular full orchestral meetings, and in conversations with the artistic director (Maitlis, 1997, pp. 47 
- 48). Regardless of these opportunities, the orchestral musicians involved in the study claimed they 
still had little influence in the decision-making processes with the senior management, board 
members and the principal conductor (Maitlis, 1997, p. 49). Furthermore, the orchestral musicians 
implied that the current management was inadequate due to “mismanagement,” giving examples of 
poor artistic and strategic decisions that had been made in the past, and were yet to be rectified 
(Maitlis, 1997, p. 49).  This comment suggests that there was a divide between the musicians’ ideas 
and the managements’ ideas on effective and appropriate artistic decision-making processes within 
the orchestral organisation. The orchestral musicians of another orchestra in the study were 
considered by management to deal only with “tea and toilet concerns,” and therefore were 
discouraged from contributing to artistic and financial decisions (Maitlis, 1997, pp. 50 – 51). In 
comparison, the orchestral musicians of a London self-governed orchestra were found to have 
significant responsibility, in that these musicians were the major decision-makers (Maitlis, 1997, p. 
52). The concept of the musicians as decision makers was understood and reinforced by the orchestral 
management, as evidenced by the managing director describing himself as “employed by the players” 
(Maitlis, 1997, p. 52). Of course, these results need to be considered in light of the fact that they are 
perhaps only representative of the views expressed by people in these three British orchestras. It is 
yet to be discussed how they might be reflected in other orchestral organisations within different 
cultural contexts. 
 
Research indicates that the involvement and influence of orchestral musicians in artistic decision-
making processes varies not only by the contrasting institutional structures, but also by country. 
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Whereas Maitlis (1997) claims that British musicians in the governed orchestra were frustrated with 
their lack of influence, Mogelof and Rohrer (2005) report American musicians in an orchestra of the 
same institutional structure possessed a “greater leverage” in the organisational governance (p. 102). 
This utilisation of the musicians to their full potential, may be related to the orchestras’ financial 
situation. In the American context, research shows that orchestras that are financially less stable tend 
to encourage collaboration and contribution from musicians, whereas “growth and exerting influence 
are neglected in…a resource-rich organisation” (Mogelof & Rohrer, 2005, pp. 102 - 106). Is this 
reflected amongst Australian orchestras?  
 
In an Australian context, where the level of financial stability for orchestras would arguably be similar 
to the United Kingdom context, we wonder if the experiences of orchestral musicians mirror those of 
their British counterparts, regarding artistic decision-making processes. As indicated by the literature 
reviewed, artistic decision-making in orchestral organisations occur at various levels and contexts. 
The following sections focus on some primary avenues within orchestral organisations, that enable 
the orchestral musicians to exert influence in artistic decision-making processes. 
 
2.4.2 The orchestral musicians’ role in artistic planning. 
Research identifies that orchestral musicians are dissatisfied within their roles due to a lack of 
influence in artistic decision-making processes (Bennett, 2008; Brodsky, 2006; Maitlis, 1997; Ruud, 
2000). When examining the various responses of orchestral musicians, Bennett (2008) acknowledges 
that orchestral musicians are restricted in contributing to artistic decisions. Musicians describe 
“totalitarian workplace dynamics…appalling management…[and] too little respect” as major 
contentions within orchestral careers (Bennett, 2008, p. 47). However, overwhelmingly the most 
reported reason for job dissatisfaction is the “absence of opportunities for individual creative and 
strategic involvement” (Bennett, 2008, p. 47). To address this and improve the job satisfaction of 
orchestral musicians, Bennett (2008) concludes that musicians need to contribute to artistic planning. 
Bennett (2008) insists: 
 
Although many orchestral musicians are satisfied with their performance role, the 
involvement of musicians in the operational side of orchestras would add to the stimulation 
of the performance role and to the skills and knowledge of both players and management; thus 
the participation of musicians in artistic and strategic planning, educational and community 
programs has the potential to benefit both the organisation and the musicians themselves. (p. 
48) 
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There is evidence that orchestral musicians seek participation in artistic planning for a number of 
reasons, not least to fulfil their natural need for creativity. It is also suggested with greater 
involvement and collaboration in artistic decision-making processes, productivity and organisational 
culture may improve (Winston Churchill Memorial Trust, 2015). This is reflected in research 
demonstrating that orchestral musicians must be considered as a vital artistic resource (Winston 
Churchill Memorial Trust, 2015, p. 33). If musicians are utilised in “artistic curation and program 
design,” the procedures become “transformative on an individual and group level,” and in turn the 
orchestral organisation benefits (Winston Churchill Memorial Trust, 2015, p. 33). An “increased 
[sense] of responsibility deepens player engagement,” and the concept of musicians and management 
working together significantly boosts morale and workplace culture (Winston Churchill Memorial 
Trust, 2015, p. 33).  
 
Similarly to Bennett (2008), Brodsky (2006) agrees a lack of involvement in artistic planning 
processes result in orchestral musicians feeling unfulfilled in their roles. This conclusion was based 
on a longitudinal investigation involving 54 symphony orchestral musicians from 14 organisations 
(Brodsky, 2006). From this, we can have some confidence in assuming similar findings might apply 
more broadly to other orchestras. Brodsky (2006) reports orchestral musicians had claimed they are 
considered as “simply another cog in the orchestra wheel” (p. 683). When orchestral management do 
not provide their musicians with the opportunity for organisational involvement, they effectively 
discourage the musicians from contributing to artistic decisions (Brodsky, 2006, p. 683). As 
previously mentioned, Ruud (2000) describes the tension between the artistic code and the business 
code (see 2.3.3). When the market driven business code prevails, the music becomes a by-product, 
and the opinions and values of the musicians are effectively discouraged (Ruud, 2000). On a positive 
note, however, Brodsky (2006) finds the orchestral musicians identified incentives, which offset the 
negatives and persuaded the musicians to remain in their orchestral careers (p. 688). These include 
being surrounded by like-minded people, the associated teamwork and camaraderie, the opportunity 
to bring pleasure to other people’s lives, and being paid to be involved in their “life’s passion” 
(Brodsky, 2006, p. 682). Although Brodsky (2006) identifies their abiding love for music and the 
profession retains the orchestral musicians, his subjects did report a lack of opportunity for artistic 
input.  
 
In summary, literature demonstrates orchestral musicians have little opportunity for involvement in 
artistic planning decisions at work. However, the available research has only focused on orchestras 
outside of Australia. Therefore, this research project explores the experiences of Australian orchestral 
musicians, to discover if similar trends are occurring here. Aside from artistic planning processes, to 
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which relatively few orchestral musicians have the opportunity to participate, all musicians are 
involved in the rehearsal setting. 
 
2.4.3 The orchestral musicians’ role in the orchestral rehearsal. 
The rehearsal process is a large part of an orchestral musician’s life. Many hours are spent in this 
environment. Therefore, it is concerning some orchestral musicians, particularly symphony orchestral 
musicians, report dissatisfaction associated with their lack of collaboration and artistic input during 
the rehearsal process. Parasuraman and Purohit (2000) report orchestral musicians are increasingly 
suffering from “boredom stress” and “heightened distress,” as a result of the inability to explore their 
“artistic integrity” (p. 74). Under the authority of the conductor during rehearsals, orchestral 
musicians often feel “undervalued” and “underutilised,” in the exploration of the musical 
interpretation (Parasuraman & Purohit, 2000, p. 74). Without creative stimulation and involvement, 
orchestral musicians may lack creative fulfillment in their performance roles.  
 
A lack of creative fulfillment can have detrimental effects on orchestral musicians’ health and 
wellbeing. Statistics from a study conducted at the University of Sydney revealed that out of 377 
professional orchestral musicians surveyed, symptoms of depression were identified in one third 
(Huntsdale, 2013). It is suggested orchestral musicians suffer from depression due to feeling 
undervalued with little to no opportunity for artistic influence and input. For example: 
 
It becomes a spiral of no alternative and that’s where the depression comes from….As you go 
through your training as a musician, you spend five years being taught to make musical 
decisions….You go into an orchestra and it’s the opposite environment…you have to play the 
way the conductor wants you to play….You have no musical voice at all. (Huntsdale, 2013, 
“The Pressure to be Perfect,” para. 5 - 19)  
 
The higher level of communication and collaboration encouraged in the rehearsal setting of the 
conductorless chamber orchestra, has the potential to positively impact the musicians’ sense of 
creative fulfillment (Winston Churchill Memorial Trust, 2015). The flat hierarchy of the 
conductorless chamber orchestra in the rehearsal setting encourages the opportunity for musicians to 
contribute to, and influence, artistic decision-making processes. Whilst the optimum level of 
communication in the conductorless chamber orchestral rehearsal setting is conducive to 
collaboration, the phenomena of sub-groups within the orchestra (instrumental, friendship, and 
otherwise) and their potential effect on collaborative processes, also needs to be considered (Ellemers, 
2010; Islam, 2014). That is, people within the orchestra can align with others to form groups of 
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thinking. Larger groups have the potential to dominate smaller groups, and individual voices, in 
decision-making processes. The potential of the rehearsal setting becoming uncooperative, exclusive, 
and ultimately hierarchical, needs to be carefully and skilfully managed.  
 
In contrast, Ravet (2016) finds that shared creativity and collaboration does exist in the traditional 
orchestral rehearsal process. Ravet (2016) reports that the conductor consistently relies on, and 
responds to, the creativity, spontaneity, and self-regulation of the orchestral musicians during 
rehearsals (p. 302). In addition, orchestral musicians are frequently engaging in collaborative efforts 
without consulting the conductor on their decisions (Ravet, 2016, p. 297). Section leaders often have 
control over factors contributing to the collective interpretation, such as their approach to intonation, 
rhythm, colour, timbre and inflections, articulation, and the “convergence of expressive intentions” 
(Ravet, 2016, pp. 297 – 298). Although the conductor may express a pre-determined interpretation, 
there is a sense of cooperation in the rehearsal (Ravet, 2016, p. 300). Orchestral musicians can reject 
established interpretations during the rehearsal, and the conductor will respond and adjust to what he 
or she hears (Ravet, 2016, p. 300).  
 
In summary, the extant literature suggests that orchestral musicians in symphony and chamber 
orchestras might indeed have opportunities to contribute to artistic decisions in the rehearsal setting. 
However, it is also highlighted that elements, such as conductors and sub-groups, might need to be 
skilfully managed to uphold the collaborative processes. It is questionable whether orchestral 
musicians and management possess these important skills, and are able to optimally manage 
communication within the rehearsal setting. Therefore, if musicians feel unable to contribute 
artistically and creatively in the rehearsal setting, what other avenues are available to them within 
their organisations that meet their creative needs?  
  
2.4.4 The conductors’ role in the orchestral rehearsal. 
Research argues orchestral musicians, in particular symphony orchestral musicians, claim they have 
limited opportunities to contribute to interpretative decision-making processes within the rehearsal 
setting, ultimately leading to a sense of creative unfulfillment (Colson, 2012; Huntsdale, 2013; 
Parasuraman & Purohit, 2013). When looking into this phenomenon, it is important to explore the 
role of the conductor and their impact on the orchestral musicians, and the mood of the rehearsal 
setting.  
 
A positive leadership style of the conductor is vital to the successful outcomes of an orchestra. 
Traditionally, maestros adopted the Power of Position, a style of leadership where rehearsals were 
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undertaken with such control and demand, the orchestral musicians would never question the 
conductor’s musical style (Wittry, 2007, p. 104). In the twenty-first century, this style does not fit 
with the current workplace practices discussed in Section 2.5. Instead, the Power of Trust is now 
considered to be ideal. Using this type of leadership, the conductor inspires the orchestral musicians, 
which develops a relationship of mutual respect (Wittry, 2007, p. 105). According to Wittry (2007), 
conductors must be aware that “as a conductor, you do not personally create sound; you rely fully on 
your orchestra to produce what you hear in your head” (p. 106). Therefore, the foundations of a good 
relationship between the conductor and the orchestral musicians should be based on respect and trust. 
In addition to this, the creative needs of the orchestral musicians should be taken into consideration 
(Wittry, 2007, p. 106). Therefore, it is important for conductors to determine what channels could be 
implemented to encourage the musicians to become involved in the process of identifying season 
repertoire and its musical interpretation (Wittry, 2007, p. 107). Wittry (2007) advises “the rehearsal 
should be a collaborative effort, as if you are preparing a chamber ensemble to perform a concert 
without a conductor” (p. 243). Thus, it is vital that during the rehearsal setting the conductor 
recognises the artistic knowledge of the orchestral musicians, and utilises this in order to fulfil the 
musicians’ creative needs. Creative fulfillment will potentially generate positive attitudes from 
musicians towards the development of the repertoire, and in effect increase the standard of 
performance.  
 
This concept is reflected in other research. Boerner and Von Streit (2007) claim there is an existing 
connection between creatively satisfied musicians and trustworthy conductors, with performance 
standard and organisational product. If orchestral musicians have a “positive group mood,” and 
conductors adopt a transformational leadership style, the orchestral performances will be more 
successful (Boerner & Von Streit, 2007, pp. 132, 140). In this circumstance, the conductor does not 
dictate the interpretation, but rather communicates his or her musical ideas in a way that inspires and 
motivates the orchestral musicians (Boerner & Von Streit, 2007, pp. 134 – 135).  
 
It is evident the positive attitudes of orchestral musicians, and the non-authoritative nature of a 
conductor, not only impacts the creative fulfillment of musicians but also improves the overall 
performance standards of the orchestra, and consequently the audience members’ experience 
(Boerner & Von Streit, 2008). Therefore, it should be in the interest of conductors, and orchestral 
organisations alike, to provide opportunities for orchestral musicians to contribute to interpretative 
decision-making processes. However, if research suggests that the success of an orchestral 
performance relies on the contribution and attitudes from both the conductor and the orchestral 
musicians, it needs to be determined how this balance is achieved within the rehearsal setting. 
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It is proposed the orchestral rehearsal should be carefully balanced between the authority of the 
conductor, and the freedom of the musicians to contribute to the interpretative decision-making 
processes (Seaman, 2013). If the rehearsal setting was to consider all participating members as co-
collaborators, it could potentially accommodate, and fulfil, the creative needs of the orchestral 
musicians, while maintaining the structure and unity required from the conductor’s direction. 
Conductor Karl Böhm insists “players should…be…allowed to participate in the music-making as 
partners rather than subordinates” (Seaman, 2013, p. 207).  
 
The writings of Wittry (2007), Boerner and Von Streit (2007), and Seaman (2013), find orchestral 
musicians need the opportunity to contribute to the artistic decision-making within the rehearsal 
setting. Therefore, it is important the balance between control and freedom of expression is found. 
By encouraging collaborative communication between the orchestral musicians and the conductor, 
the creative needs of the musicians will be heard. However, not all agree.   
 
Colson (2012) proposes that there is no room for the creativity of the musicians within the rehearsal 
setting. He argues that “the players must be willing to submit to the wishes of the conductor in matters 
of musical interpretation; otherwise, the ensemble would lack the necessary cohesiveness and 
musicality in the concert performance” (Colson, 2012, p. 66). However, Colson (2012) does 
acknowledge that orchestral musicians, in particular principals, could potentially offer ideas that 
could shape the conductor’s pre-determined interpretation. Regardless, the conductor should always 
have the final say on the musical interpretation (Colson, 2012, p. 67). In another study, a conductor 
alludes to his or her control over the orchestra, stating no matter how “autonomous” or “free” the 
orchestral musicians feel, “they have to do what I say” (Biasutti, 2013, p. 63). It is clear there are 
opposing beliefs, and what may be considered an ideal balance of both the conductor and the 
orchestral musicians exercising direction, is not being adopted by many symphony orchestras.  
 
Considering the literature so far, there is a variety of opinions on the relationship between the 
conductor and the musician, within the orchestral rehearsal setting. Faulkner (1973) offers an 
interesting stance, suggesting orchestral musicians would not feel the need to contribute to the 
interpretative decision-making processes, if the conductor communicated clearly and convinced them 
of his or her own interpretation. For example, an orchestral musician responding to a survey insists 
“he’s got to be inspiring, he must convince us that his way…is the right one. If he does, we’ll follow 
him” (Faulkner, 1973, p. 153). Therefore, it could be suggested trustworthiness and good 
communication equates to responsive and cooperative musicians.  
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In summary, the reviewed literature suggests that orchestral musicians, particularly symphony 
orchestral musicians, and their capacity to contribute to interpretative decisions within the rehearsal, 
is dependent on the conductor and his or her style of leadership. Therefore, if musicians are left feeling 
creatively frustrated, they may seek alternative avenues within their organisations, as a means to 
experience creative freedom and autonomy in artistic decision-making processes. 
 
2.4.5 Additional roles and opportunities for musician involvement in artistic decision-making 
processes. 
Research on employee relations demonstrates that workers who are involved in professional 
development are more “engaged and committed” to workplace challenges, more “versatile and 
valuable” to employers, and more productive towards developing organisational output (Lipman, 
2013, “Good Talented People,” para. 11; Read, 2015, “Ongoing Professional Development,” para. 
6). Such qualities can contribute to the success of an organisation (Read, 2015). It is important to 
investigate how access to professional development opportunities in orchestral organisations may 
influence the levels of creative fulfillment experienced by the musicians.  
 
Employees want to learn and develop new skills via “training, mentoring and coaching” (Lipman, 
2013, “Good Talented People,” para. 11). Limited opportunities to develop new skills and knowledge 
leave orchestral musicians feeling unprepared to contribute to the decision-making with orchestral 
management. For example, British orchestral musicians expressed concern over their ignorance and 
lack of knowledge in the decision-making processes (Maitlis, 1997, p. 53). Maitlis (1997) insists “not 
only must there be the opportunity for participation, created by the governance structure of the 
management, but additionally, for players to become involved in organisational matters, they must 
have the skills and motivation to do so” (p. 53).  
 
This concept is discussed by Bennett (2008), who reports orchestral musicians are lacking in skills 
such as instrumental pedagogy, marketing, and small business management (p. 47). Without these 
skills, orchestral musicians do not have the knowledge to successfully engage in these additional 
roles, and effectively fulfil their creative needs (Bennett, 2008, p. 47). Furthermore, orchestral 
musicians are often not provided with the opportunities to fulfil their creative needs by participating 
in additional education and community programs. Orchestral organisations en masse have “neglected 
to provide ongoing professional development for musicians” (Bennett, 2008, p. 48). The 
implementation of professional development programs might result in orchestral musicians becoming 
increasingly satisfied in their performance roles, and building confidence with their newly found 
skills to engage in additional programs.  
	 27 
Good insists that community and outreach programs require musicians to utilise specific skills, that 
once learnt and captured, can “also significantly enhance performance expertise on the concert 
platform” (Winston Churchill Memorial Trust, 2015, p. 4). Furthermore, in the recruitment of higher 
level orchestral administrative staff, it is proposed musicians should be supported to upskill and 
acquire management degrees (Winston Churchill Memorial Trust, 2015, p. 47). Orchestral musicians 
should be schooled in “teamwork, [and] leadership” in order to become “valuable designers, 
implementers and evaluators” within the ensemble creatively, as well as in education and community 
projects (Winston Churchill Memorial Trust, 2015, p. 47).  
 
Abeles and Hafeli (2014) assert that the participation of orchestral musicians in education programs 
has a positive effect on their creative fulfillment. This has been demonstrated by the actions of an 
American orchestra, where orchestral musicians were provided with the opportunity to engage with 
students in a classroom teaching environment, and conduct presentations linked to the school music 
curriculum (Abeles & Hafeli, 2014, p. 47). This creative experience allowed the orchestral musicians 
to find their “individual voice,” simply by the opportunity to create “something of [their] own 
design…” (Abeles & Hafeli, 2014, p. 45). Effectively the program “provide[d] a creative outlet to fill 
[the] artistic void,” often found in the orchestral musicians’ performance role (Abeles & Hafeli, 2014, 
p. 45). The most significant result was that any dissatisfaction or anxieties felt towards their orchestral 
jobs, decreased due to creative fulfillment in alternative areas (Abeles & Hafeli, 2014, p. 47). 
Similarly to education programs, chamber programs would facilitate satisfying the orchestral 
musicians’ needs for creative fulfillment. Parasuraman and Purohit (2000) suggest that the 
“establishment of chamber music groups affiliated with the symphony would create opportunities for 
more individualised performance and satisfy musicians’ need for individual creativity and visibility” 
(p. 82).   
 
Research suggests that professional development opportunities have the potential to encourage 
collaborative relationships between the orchestral musicians and management figures. In a study of a 
professional freelance chamber orchestra, Oakland and Ginsborg (2014) find the implementation of 
a series of improvisation and chamber workshops enabled the orchestral musicians to explore 
leadership, and fulfil their creative needs (p. 13). Furthermore, with management figures also 
involved in the workshop, communication channels were opened, resulting in discussions regarding 
artistic decision-making processes of the wider orchestral organisation (Oakland & Ginsborg, 2014, 
p. 22).  
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In summary, the reviewed literature suggests that orchestral musicians desire opportunities to 
contribute to artistic decision-making processes within their organisation, in different ways. By 
having the opportunity to participate in diverse artistic roles, orchestral musicians are more likely to 
experience a higher degree of creative fulfillment within their roles. Naturally, the results of the 
reviewed literature need to be considered in light of the fact that they are only representative of the 
views expressed by people in the studied orchestras, which are mostly American, British, and 
European (Abeles & Hafeli, 2014; Oakland & Ginsborg, 2014; Parasuraman & Purohit, 2000; 
Winston Churchill Memorial Trust, 2014). Literature is yet to discuss how they might be reflected in 
other orchestral organisations, particularly those within an Australian context.   
 
Previous sections of the literature review (see within 2.4) discussed the orchestral musicians’ 
involvement in the artistic decision-making processes within orchestral organisations. The effects of 
these processes, on the creative needs and fulfillment of orchestral musicians, can be understood 
through the lens of workplace culture and employee needs in the twenty-first century. These issues 
will be explored in the following section, so as to develop an understanding on how orchestral 
employees are motivated to engage in organisational procedures.  
 
2.5 Twenty-First Century Workplace Culture, Employee Needs, and Motivation 
Work is a major part of human existence, therefore it needs to be meaningful (Cole, 2010, pp. 24 – 
25). Dhayalan and Maran (2013) define job satisfaction as being “in regard to one’s feelings or state-
of-mind regarding the nature of their work” (p. 282). Job satisfaction can be influenced by a list of 
factors, including the quality and variety of the work itself, salary, opportunities for advancement and 
organisational involvement, relationships with colleagues and the physical environment (Dhayalan 
& Maran, 2013, p. 282). Cole (2010) describes how traditionally organisations were shaped like 
pyramids, with layers of managers who would pass information up and down the ladder (p. XX). 
However, employees in the twenty-first century are more innovative and collaborative than ever 
before (Cole, 2010, p. 24). Employees in the twenty-first century have higher expectations and are 
making demands, rather than obeying commands from senior workplace figures (Cole, 2010, p. XX). 
Cole (2010) explains: 
 
As employees become more skilled and better educated, more dissenting and more 
demanding, more willing to challenge authority and the hierarchy, and more insistent on being 
engaged and doing worthwhile work for worthy organisations, managing them takes more 
skill and different attitudes from in the past and calls for new organisational policies. (p. 24) 
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In response to these demands, it is important for organisations to develop good workplace relations, 
by identifying what employees want to contribute to their roles and what they expect from their roles. 
Such information could be used by orchestral organisations to identify the cause, and to thus repair, 
the reported dissatisfaction being experienced by orchestral musicians.  
 
Twenty-first century employees are expected to be, and aspire to be, innovative thinkers in order to 
contribute and improve their organisations’ products (Cole, 2010, p. 30). However, as the above 
literature review shows, orchestral musicians, many of whom are likely to be creative thinkers, are 
provided little opportunity to contribute to artistic decision-making processes. Because the musicians’ 
skills are not utilised by orchestral management, musicians are inhibited from effectively improving 
the organisations’ products, such as concert seasons and their respective programming. Cole (2010) 
recognises there are seven principles in which to motivate and engage employees (p. 322). These 
include, but are not limited to “a culture of camaraderie and collaboration…entrepreneurial 
spirit…individual achievement and appreciation…and job design” (Cole, 2010, p. 322). It could be 
argued some orchestral musicians are dissatisfied in their roles, because these principles are not 
evident, nor are they practiced by the musicians’ orchestral organisations. A lack of creative 
fulfillment may eventuate from orchestral musicians not being provided with the opportunity to 
contribute, and have influence, in artistic decision-making processes.  
 
2.5.1 Maslow’s hierarchy of needs.  
The concept of a musician’s creative fulfillment can be considered using the theoretical framework 
Maslow’s hierarchy of needs (Maslow, 1943; 1962). American psychologist Abraham Maslow 
studied what motivates people. In doing so, he developed Maslow’s hierarchy of needs. This theory 
is usually depicted as a triangular ladder, with five main ascending levels identifying the 
physiological and psychological needs of human beings (see Figure 1; Cole, 2010, pp. 330 – 332). At 
the base of the pyramid are the basic physiological needs, moving up through security needs, social 
needs, self-esteem, and ultimately to self-actualisation. When a person has fulfilled one of the levels, 
they are motivated to satisfy the needs of the next level. Maslow’s hierarchy of needs is essentially a 
“concept of human motivation…provid[ing] a map for understanding a person’s current state, as well 
as determining what else may be needed or desired for future growth” (Bayne, 2015, p. 632). Self-
actualisation is the ultimate state of humanity, with Maslow (1943) stating “what a man can be, he 
must be” (p. 382). Essentially, self-actualisation is achieved when a person is living so as to fulfil 
their potential (Cole, 2010; Maslow, 1943; Maslow, 1962). Maslow also claimed that achieving self-
actualisation often occurs within an individual’s profession, when engaged in “pursuits that utilise a 
person’s unique talents and passions” (Bayne, 2015, p. 634). Therefore, the needs of this level are 
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relevant to the musicians participating in this project, who want to use their talent and passion within 
their orchestral roles. If musicians have their lower-order needs met, such as esteem, where by the 
orchestral employees need to feel valued, respected, appreciated and recognised for their work, they 
should experience motivation towards the level of self-actualisation (Cole, 2010; Maslow, 1943). 
This ultimate level may include “challenging work allowing creativity, opportunities for personal 
growth and advancement, [and] freedom to make work-related decisions” (Cole, 2010, p. 333).  
 
 
Figure 1. A simplified depiction of Maslow’s hierarchy of needs, based on Maslow, 1943; Cole, 
2010; Bayne, 2015 
 
It ought to be noted Maslow’s hierarchy of needs, a significant theory from the humanistic psychology 
movement, is discussed in this project because the framework itself is relatively universal. Other 
theories from the humanistic psychology movement, including those developed by psychologists Carl 
Rogers, Sidney Jourard, Gordon Allport, and Gardner Murphy (see 1.1.2), were niche-based. 
Accordingly, their respective theories would not be suitable in a discipline outside the disciplines 
they were originally developed for. Instead, Maslow’s hierarchy of needs is a theoretical framework 
that is well-established and readily transferable to various contexts, including the context of this 
research project. 
Self-Actualisation 
Needs 
Self-fulfillment 
Esteem Needs 
Respected, Valued, Reputation, Self-Belief etc. 
Social Needs 
Belonging, Love, Social Relationships etc. 
Security Needs 
Stability, Income etc. 
Physiological Needs 
Food, Shelter etc. 
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2.5.2 Creative fulfillment of orchestral musicians, in relation to Maslow’s hierarchy of needs. 
With an understanding of the organisational processes of symphony orchestras and conductorless 
chamber orchestras, further investigations have also explored how organisational processes impact 
the creative fulfillment of orchestral musicians (Bennett, 2008; Brodsky, 2006; Parasuraman & 
Purohit, 2000; Ruud, 2000). For this research project, it is proposed that the creative fulfillment of 
orchestral musicians contains various elements. Elements may be musicians having the ability to 
express their emotions through music, having opportunities to perform, and participating in decision-
making processes that contribute to the design of concert programs and the musical interpretation 
(Boerner & Von Streit, 2007; Seaman, 2013; Winston Churchill Memorial Trust, 2015). By reading 
Brodsky (2006), it could also be suggested creative fulfillment comes from orchestral musicians 
working with like-minded people, having a sense of camaraderie and teamwork, bringing pleasure to 
people’s lives through their performances, and being paid to be involved in their “life’s passion” (p. 
682). This research project focuses on exploring the experiences and perceptions of orchestral 
musicians, and in turn their creative fulfillment, which occurs as a result of orchestral musicians 
having opportunities that enable them to participate in artistic decision-making processes, with 
respect to artistic planning, in the rehearsal setting, and through additional avenues including 
professional development, chamber, and education programs.  
 
The characteristics that attribute to self-actualisation, within the workplace, can be used to identify 
the characteristics that would be required within an orchestral organisation, to have musicians 
creatively fulfilled. Based on the literature of Cole (2010), Bayne (2015) and Brodsky (2006) as 
previously discussed, these characteristics would include: engaging in challenging roles outside the 
parameters of the rehearsal room by being involved in artistic planning processes; exerting influence 
towards organisational decisions; engaging in communicative and collaborative relationships with 
colleagues; having a sense of control over creative decisions within rehearsals, and chamber and 
education programs; and experiencing personal growth and advancement in professional 
development avenues by having the opportunity to develop and broaden current skillsets. It could be 
suggested these characteristics describe the needs of orchestral musicians at Maslow’s top level of 
self-actualisation (Cole, 2010, p. 332; Maslow, 1943). Therefore, it could be expected that an 
orchestral musician whom has fulfilled these characteristics of self-actualisation within their role is 
also creatively fulfilled.  
 
Bearing in mind the above, it could be prudent to consider that different organisational structures and 
procedures provide different avenues to self-actualise through work. Furthermore, it could be 
suggested orchestral musicians from a conductorless chamber orchestra are more likely to fulfil the 
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needs of self-actualisation, due to the collaborative nature of the orchestras’ artistic decision-making 
processes. Therefore, this project utilises Maslow’s hierarchy of needs as a means to explore both the 
symphony and conductorless chamber orchestral musicians’ feelings of creative fulfillment. 
Maslow’s hierarchy of needs also clarifies that if employees are not motivated, neither esteem nor 
self-actualisation will be achieved within the workplace. If motivation is key, then this project 
requires an understanding of how orchestral organisations motivate their employees.  
 
2.5.3 Motivation and alignment of goals.  
Employees are motivated when they participate in organisational procedures, contribute to decisions 
that directly affect their roles, and when they are immersed in creative, communicative, and 
collaborative environments (Cole, 2010, pp. 343 – 345; pp. 604 - 609). Employees are also motivated 
when organisations provide them with opportunities, to broaden their knowledge via “multiskilling, 
upskilling and cross-skilling,” and work in a team that “invites exchange of ideas, interdependence 
and mutual support” (Cole, 2010, p. 343). If orchestral musicians are dissatisfied within their roles, 
it may be because they are not motivated by their organisation to engage in avenues that embrace 
their creative and collaborative needs.  
 
Additionally, multi-factorial research has suggested that the goals and values of the employer and of 
their employees need to be aligned in order to achieve overall organisational success, and have their 
employees feel valued and respected. Cole (2010) insists that “[employees] want to know that their 
organisation considers them important enough not just to keep them informed…but also to find out 
what they are thinking” (p. 58). Ultimately “effective communication and consultation” is vital to the 
satisfaction of employees, and the accomplishment of organisational products (Cole, 2010, p. 58).  
 
This project will attempt to understand whether Australian orchestral musicians are creatively 
fulfilled within their roles, and if not, whether this stems from a lack of involvement in artistic 
planning procedures. It will be determined if musicians are creatively fulfilled by analysing their 
perspectives and experiences, through the lens of Maslow’s hierarchy of needs. The results of the 
analysis will establish what internal processes are lacking, and what internal processes are required 
in order for orchestral musicians to feel valued and fulfilled in their roles. Ultimately, the 
collaboration with the musicians will be used to make recommendations which may positively impact 
the workplace culture, and thus improve the development of the orchestras’ organisational products.  
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2.6 Summary 
Orchestral musicians report dissatisfaction within their orchestral roles, due to a lack of involvement 
and influence in artistic decision-making processes, with regards to artistic planning. In some cases, 
symphony orchestral musicians are reportedly experiencing a lack of creative fulfillment within the 
rehearsal setting, due to little influence in the musical interpretative decisions. In comparison, the 
organisational structure and procedures of a conductorless chamber orchestra potentially enable 
orchestral musicians to engage in collaborative environments, and exert more influence in both the 
artistic planning processes, and the interpretative decisions within the rehearsal setting. Research also 
demonstrates that professional development, chamber, education, and community programs provide 
positive avenues for orchestral musicians to experience self-growth and advancement, to develop a 
sense of artistic control within their roles, and to make work-related decisions. However, the reviewed 
research has mostly been conducted with orchestras, and their respective orchestral musicians, outside 
of Australia.  
 
This research project, with Maslow’s hierarchy of needs as the theoretical lens, investigates the 
experiences and perspectives of Australian orchestral musicians’ regarding their involvement in 
artistic decision-making processes. This project has the potential to generate new knowledge, that 
could support musicians and their orchestral organisations to reach their highest potential, and in turn 
could benefit both the orchestra and the musicians alike.  
 
Chapter Three outlines the methodology that was implemented to complete the research project. This 
is followed by Chapter Four and Chapter Five, which present the analysis of the questionnaire data, 
and the interview data, respectively.  
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Chapter Three 
Methodology  
 
3.1 Preamble 
Chapter Two reviewed literature relevant to the investigation of the current and prospective 
involvement of orchestral musicians in their orchestra’s artistic decision-making processes, within an 
Australian context. This chapter presents the mixed methods research process that was used to meet 
the aims of the project.  
 
The chapter begins by presenting background information on the general uses of mixed methods 
research and case studies. Next, the specifics of the research participants and the recruitment 
procedures are presented. This is followed by an overview of the quantitative and qualitative features 
of the project’s convergent parallel mixed methods design, a description of the data analysis 
processes, and the design of the orchestral questionnaire and the interview schedule. Finally, the 
validity and reliability of the data, the researcher’s role in the project, and the ethical considerations, 
are presented.  
  
3.2 Determining the Research Approach and Design 
A pragmatic approach was taken towards the research project, with the adoption of a research design 
that was deemed best suited to address the research questions.  
 
This research project adopted a comparative case study approach to examine the responses of 
orchestral musicians from two contrasting organisations, in relation to the research questions posed 
(Creswell & Plano Clark, 2011; Yin, 2012). A case study is defined by Stake (1995) as a close 
examination of the intricacies of a situation or circumstance (p. XI). The participants of the first case 
are from an Australian state symphony orchestra. The participants of the second case are from an 
Australian conductorless chamber orchestra. Essentially, this project examined and compared the 
involvement of orchestral musicians in the artistic decision-making processes of their respective 
orchestral organisations. These two orchestral cases served as contrasting contexts, and therefore 
offered potentially different perspectives on the research issue. 
 
A convergent parallel mixed methods research design was used. This design is considered the most 
common mixed methods strategy, whereby a researcher simultaneously collects quantitative and 
qualitative data, analyses both sets separately, and then compares the results to determine “if the 
findings confirm or disconfirm each other” (Creswell, 2014, p. 219). In this project, the key 
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characteristics of a convergent parallel mixed methods design were adhered to (Creswell, 2014, pp. 
219 – 222). The questionnaire sample was larger than the interview sample. This allowed the 
gathering of general perspectives with the questionnaire responses, and the opportunity for an in-
depth analysis via the interview responses. Both data sets were collected simultaneously within the 
same data collection phase. The questionnaire and interview components of this research project were 
similar in terms of content, variables, and themes.  
 
This research project also followed the basic characteristics of the general mixed methods research 
design. Quantitative and qualitative data were collected “in response to research questions or 
hypotheses” (Creswell, 2014, p. 217). Both sets of data were analysed separately, and then integrated 
by the “merging…connecting…[and] embedding” of data (Creswell, 2014, p. 217). Convergences 
(similarities) and divergences (differences) were identified between the collected quantitative and 
qualitative data (Creswell, 2014, p. 218).  
 
3.3 Participants and Recruitment 
Participants consisted of orchestral musicians from two contrasting orchestras: an Australian state 
symphony orchestra and an Australian conductorless chamber orchestra. All participants were aged 
18 years or over. Participants were Australian citizens or permanent residents, because the data 
needed to reflect the opinions and perspectives of those immersed in Australian orchestral 
organisations, and culture.  
 
A total of 27 orchestral musicians volunteered to take part in the research project. The total sample 
comprised 13 musicians from the symphony orchestra, and 14 musicians from the conductorless 
chamber orchestra. The orchestras that participated in this project were both independent, not-for-
profit organisations. The participating state symphony orchestra, consisting of strings, wind, brass 
and percussion instruments, was managed by a board of directors and professional managers. On the 
other hand, the participating conductorless chamber orchestra, solely consisting of string instruments, 
incorporated a self-governing approach, thus enabling their orchestral musicians to participate in 
organisational procedures and in decision-making, alongside the board and orchestral management.  
 
Twelve orchestras were initially considered as potential participants for the project. The participating 
state symphony orchestra and the conductorless chamber orchestra were chosen due to their 
contrasting size, structure, and internal procedures associated with artistic decision-making processes. 
This enabled the investigation of the current and prospective involvement of Australian orchestral 
musicians in artistic decision-making processes, within differing orchestral structures. To achieve 
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homogeneity in the project, both orchestras were from the same geographical location, enabling 
greater control over contextual variables.   
 
3.3.1 Questionnaire participants and response rates. 
The Australian state symphony orchestra consists of 80 to 90 musicians, in both full time and casual 
positions. The Australian conductorless chamber orchestra consists of approximately 15 core 
ensemble musicians, with the number of supplementary players depending on the requirements of the 
repertoire of each concert. The Researcher ideally wanted to receive a 50% response rate per orchestra 
to the questionnaire. The responses of the symphony orchestra totalled 13 participants, a response 
rate of 19% (see Table 1). An emergent situation on the day of the respective rehearsal led to a poor 
return of questionnaires. This could not be predicted and therefore was out of the control of the 
Researcher. Alternative attempts to increase the response rate, such as online questionnaires, multiple 
emails, and word of mouth, resulted in the sample size of 13. This response rate could be seen as 
indicative of low morale, particularly when compared to the response rate of the conductorless 
chamber orchestra. The total responses from the conductorless chamber orchestra was 14 participants, 
a response rate of 74% (see Table 2). This was a significantly higher percentage of responses for a 
chamber orchestra which consists of no more than 20 musicians per concert.  
 
Table 1 
The Size of the Australian State Symphony Orchestra, the Questionnaire Distribution, and the 
Response Rates  
FACTORS SYMPHONY ORCHESTRA  
SIZE OF ORCHESTRA 80 – 90 musicians  
SIZE OF ORCHESTRA AT 
REHEARSAL DISTRIBUTION 
Approx. 70 musicians  
NUMBER OF 
QUESTIONNAIRES 
AVAILABLE 
Limitless (online) + 80 (paper) 
+ 4 (paper) 
 
NUMBER OF DISTRIBUTED 
QUESTIONNAIRES 
Limitless (online) + 20 at 
rehearsal (paper) + 4 at 
interview sessions (paper) 
 
NUMBER OF RESPONSES 5 (online) + 4 at rehearsal 
(paper) + 4 at interview 
sessions (paper) 
 
TOTAL 13 responses  
(19% response rate) 
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Table 2 
The Size of the Australian Conductorless Chamber Orchestra, the Questionnaire Distribution, and 
the Response Rates  
FACTORS CHAMBER ORCHESTRA  
SIZE OF ORCHESTRA Core ensemble = 15 musicians 
(additional Casual player 
numbers depending on 
repertoire) 
 
SIZE OF ORCHESTRA AT 
REHEARSAL DISTRIBUTION 
19 musicians  
NUMBER OF 
QUESTIONNAIRES 
AVAILABLE 
Limitless (online) + 20 (paper) 
+ 4 (paper) 
 
NUMBER OF DISTRIBUTED 
QUESTIONNAIRES 
Limitless (online) + 10 at 
rehearsal (paper) + 4 at 
interview sessions (paper) 
 
NUMBER OF RESPONSES 1 (online) + 9 at rehearsal 
(paper) + 4 at interview 
sessions (paper) 
 
TOTAL 14 responses  
(74% response rate) 
 
 
 
3.3.2 Interview participants.  
A total of eight musicians were recruited from the orchestras to participate in the interview process. 
Four musicians were recruited from the symphony orchestra, and another four recruited from the 
conductorless chamber orchestra. To achieve an equal male/female ratio (50:50), four male musicians 
and four female musicians in total were selected. Two male and two female musicians were selected 
from each orchestra. To avoid bias or one-sided perspectives, orchestral musicians from varying 
instrumental sections and seating placements were recruited.  
 
The sample of the orchestral musicians were homogenous, effectively facilitating the identification 
of similarities and differences in a group that have similar attributes, for example their like-
mindedness, similar career lifestyles, and similar perspectives regarding their orchestral roles. 
Purposive sampling was utilised, in order to select a group of orchestral musicians that provided the 
best responses, thus supporting the research project’s aim and research questions. The best responses 
were those that provided clear views from both principals and section players, and demonstrated 
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differing degrees of knowledge and involvement in artistic decision-making processes, to provide a 
rich picture of the phenomenon. 
 
3.3.3 Recruitment processes and procedures. 
The recruitment of orchestral musicians for the interviews was via a gatekeeper. The gatekeepers 
received a participant information sheet and a consent form, which explained the research and terms 
of engagement. The gatekeepers confirmed their consent by signing and returning the consent form. 
Following this, the gatekeepers commenced the recruitment of participants. Interview participants 
were also provided with a participant information sheet and a consent form. To confirm their consent, 
the participants signed and returned the consent form. Interviews were then scheduled, and conducted 
one-to-one.  
 
There were no formal recruitment processes for selection of the orchestral musicians involved in the 
orchestral questionnaire. The gatekeepers informed the orchestral musicians via email of the various 
methods by which they could participate. Following this, the Researcher addressed the full cohort of 
orchestral musicians at each respective rehearsal, requesting the musicians to complete the 
questionnaire. Participant information sheets and consent forms were attached to the questionnaire, 
in both the paper-form and online versions. As the questionnaire is anonymous, the orchestral 
musicians were required to confirm their consent by ticking ‘I Agree’ on the consent form.  
 
3.4 Materials and Measures 
As previously mentioned, a convergent parallel mixed methods research design was adopted for this 
project. Accordingly, both quantitative and qualitative data were collected in order to investigate the 
project’s research questions. 
 
A survey design was used to collect quantitative data. Survey research “provides a quantitative or 
numeric description of trends, attitudes, or opinions of a population by studying a sample of that 
population” (Creswell, 2014, p. 13). For this research project, a questionnaire collected information 
of the perspectives of Australian orchestral musicians, regarding their involvement in the artistic 
decision-making processes of their respective orchestral organisations. “Trends, attitudes, [and] 
opinions” were identified within the questionnaire results (Creswell, 2014, p. 13). The questionnaire 
was also cross-sectional, collecting data from the respective orchestral members simultaneously 
(Creswell, 2014, p. 13). 
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Qualitative data were also collected. Qualitative data may be collected in the forms of “interviews, 
observations, documents, and audiovisual information” (Creswell, 2014, p. 185). For this research 
project, qualitative data were collected through open-ended questions from the questionnaire, and 
individual semi-structured interviews. The qualitative questionnaire and interview data essentially 
expanded on the quantitative data, providing the research project with a more detailed account of the 
Australian orchestral musicians’ current involvement in their organisations’ artistic decision-making 
processes. The Researcher of this project was a key ingredient in the data collection and analysis 
processes of the qualitative research, evidenced by personally developing the data instruments, 
including the interview schedule, and engaging with the interview participants on a personal level 
(Creswell, 2014, p. 185). Accordingly, the concept of reflexivity was considered (see 3.6). 
 
The following sections outline the questionnaire and interview components of the research project, 
detailing the data collection and analysis processes for the quantitative and qualitative data.  
 
3.4.1 The questionnaire component of the research project. 
In this research project, the questionnaire was utilised to gain an insight into the involvement of 
Australian orchestral musicians in the artistic decision-making processes, of their respective 
organisations. The responses from the questionnaire were collected and aggregated. The likert scale 
data were analysed within the typical procedures of a survey design, that is the comparison of mean 
responses. The open-ended data were analysed by a content analysis.  
 
The questionnaire opened with a series of questions, serving the purpose of collecting information on 
the orchestral musicians’ demographics, and their orchestral performance history. The body of the 
orchestral questionnaire contained a series of questions asking the musicians to rate their agreement 
to 16 written statements, using a likert scale. The statements focused on artistic planning processes, 
interpretative decision-making within the rehearsal setting, and the orchestral musicians’ overall 
feelings of satisfaction within their roles. Open-ended questions asked the participants to reflect on 
the highlights and low points of their involvement in artistic decision-making processes throughout 
their careers. They were also asked to articulate the ways in which their current orchestral 
organisation supports them, or could better support them, to contribute to artistic decision-making 
processes. All likert scale and open-ended questions were designed in light of the literature reviewed, 
the project’s research questions, and Maslow’s hierarchy of needs applied to the workplace.  
 
The orchestral questionnaire was distributed in paper-form, during one rehearsal for each orchestra 
(see Appendix A). The questionnaire was also made available online via Survey Monkey. For the 
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interview participants, the questionnaire was provided to them in paper-form only, and was completed 
during the interview session (see Appendix B).  
 
3.4.1.1 Analysis of the questionnaire data. 
Participants’ questionnaire responses were aggregated according to which orchestra they belonged, 
and their role within the orchestra. The likert scale data of the questionnaire was aggregated by 
determining the total number of responses for each answer category, and the mean and standard 
deviation for the combined answer categories. This was done for each orchestra separately, and for 
the principals and section players in each orchestra (see Chapter Four). The likert scale data were 
analysed by comparing the mean responses, and in turn identifying the similarities and differences 
between the musicians of the symphony orchestra and the conductorless chamber orchestra. During 
the analysis, the likert scale data were also compared to the perspectives of orchestral musicians 
demonstrated in pre-existing research. Furthermore, the demographics of the sample, in relation to 
age, gender, instruments, employment type and seating placement, was determined in percentages, 
total, mean, and minimum and maximum.  
 
Descriptive statistics, such as means and standard deviations, were deemed more appropriate for the 
presentation of the likert scale data in comparison to inferential statistics, where data is “calculated 
with the purpose of generalising the findings of a sample to the population it represents” (Brown, 
2010; Kantor & Kershaw, 2010, p. 2). To adopt inferential statistics, it is vital to have a large 
“representative sample of a population in order to make generalisations to that population” (Kantor 
& Kershaw, 2010, p. 3). Due to the project’s small and unequal sample size, descriptive statistics 
were deemed more suitable for presenting and discussing the likert scale data. Descriptive statistics 
were also more suitable for the project’s comparative case study approach, where the perspectives of 
the orchestral musician participants were solely discussed within the context of the two selected 
orchestras.   
 
The open-ended data of the questionnaire was collated into a table, and analysed using a summative 
content analysis technique. A summative content analysis is defined as “identifying and quantifying 
certain words or content in text with the purpose of understanding the contextual use of the words or 
content” (Hsieh & Shannon, 2005, p. 1283). The number of times a particular topic was mentioned 
within the total participant responses was counted. A selection of the participant responses was 
chosen for the thesis. Responses were analysed between each questionnaire participant, and 
similarities, differences, and connections to findings in pre-existing research were identified.  
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3.4.2 The interview component of the research project. 
In this research project, the qualitative interview was adopted to gain greater insight into the 
involvement of Australian orchestral musicians in the artistic decision-making processes of their 
respective organisations.  
 
The interview schedule was separated into two sections: the current artistic decision-making 
processes of their orchestral organisation, and the prospective artistic decision-making processes of 
their orchestral organisation (see Appendix C). There were seven over-arching questions and eight 
sub-questions. Accordingly, the interview participants were asked questions regarding their current 
and prospective involvement in artistic planning processes, the interpretative decisions within the 
rehearsal setting, and opportunities within professional development, chamber, and education 
programs.  
 
An interview generally consists of open-ended questions (Creswell, 2014, p. 190). These questions 
should be neutral rather than “value-laden or leading,” and should be developed to encourage 
discussions rather than yes or no answers (Smith & Osborn, 2007, p. 63). This style was used in the 
development of the interview schedule (see Appendix C). The open-ended questions encouraged the 
interview participants to not only elaborate on their answers, but to also expand on the topic if they 
felt it necessary. Using words and phrases in the interviews such as ‘describe,’ ‘thinking back over,’ 
and ‘reflecting,’ also triggered the interview participants to think broadly and produce answers of 
greater detail.  
 
This project used the ‘Interpretivism’ approach to the interview, which conducts the interview 
through the lens of identifying “and understanding social phenomena from the perspectives of those 
involved” (Edwards & Holland, 2013, p. 16). The interviews with each of the participating orchestral 
musicians were one-on-one. Furthermore, the interviews for this project were semi-structured, 
encouraging the selected orchestral musicians to present their ideas, opinions, concerns, and 
experiences, in response to the questions posed (Smith & Osborn, 2007, p. 57). This format enabled 
the sessions to become an interactive dialogue. Using the Interpretivism approach, the Researcher 
ultimately interpreted the perspectives of those immersed within their social phenomena.  
 
The interviews were audio-recorded, and transcribed at the verbatim level, for analysis purposes.  
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3.4.2.1 Interpretative phenomenological analysis of the interview data. 
Interpretative Phenomenological Analysis (IPA) is a grounded approach to analysing qualitative data, 
which focuses on the meaning an individual constructs within a given context, and how they make 
sense of a particular phenomenon (Pietkiewicz & Smith, 2012; Smith & Osborn, 2007).  
 
The sampling size of participants in IPA is generally small, effectively supporting IPA’s aim to 
produce “an in-depth examination of certain phenomena, and not [generate] a theory to be generalised 
over the whole population” (Pietkiewicz & Smith, 2012, p. 364). Furthermore, it is recommended for 
IPA the sampling is homogenous, allowing a researcher to identify similarities and differences 
“within a group [of participants] that has been defined as similar according to important variables” 
(Pietkiewicz & Smith, 2012, p. 364). In addition, IPA requires purposive sampling, which is the act 
in which a researcher selects participants to create a “closely defined group” most significant to the 
research project’s aim and research questions (Smith & Osborn, 2007, p. 56). The sampling of the 
interview participants for this project were homogenous and purposive, as previously demonstrated 
in an earlier section of the Methodology (see 3.3.2). 
 
The process by which IPA is conducted involves a series of steps, working towards identifying 
themes. Interview transcripts are analysed one by one. Firstly, significant ideas or concepts were 
noted in the left margin throughout the first interview transcript (Smith & Osborn, 2007, p. 67). At 
this stage, “similarities and differences, echoes, amplifications and contradictions” within the first 
interview participant’s transcript were documented (Smith & Osborn, 2007, p. 67). Then the 
transcript was re-examined, and “emerging themes” were annotated in the right margin (Smith & 
Osborn, 2007, p. 68). The compiled themes were then listed in “the sequence” in which they appeared 
in the interview transcript (Smith & Osborn, 2007, p. 70). In order to make the thematic analysis 
concise, the next step was to re-order the list into clusters, effectively matching similar themes 
together (Smith & Osborn, 2007, p. 70). The final step in the analytical process was to develop a table 
of themes of the first interview transcript (Smith & Osborn, 2007, p. 72).  
 
The Researcher repeated this process of thematic analysis for all eight interview transcripts. 
Throughout this process with the remaining transcripts, the Researcher focused on identifying similar 
themes. As suggested by Smith and Osborn (2007), a researcher must “be disciplined to discern 
repeating patterns but also acknowledge new issues emerging as one works through the transcripts” 
(p. 73). After the Researcher had completed analysing every transcript, a final table of themes was 
developed (Smith & Osborn, 2007, p. 74).  
 
	 43 
From thematically analysing the eight interview transcripts, four overarching themes were identified. 
In the final table of themes, excerpts from each interview transcript were added under their respective 
theme. The Researcher then analysed and compared the excerpts between each interview participant. 
Similarities, differences, and connections to findings in pre-existing research were also identified.  
 
3.4.3 Design of the questionnaire and the interview schedule. 
Overall, the orchestral questionnaire and the interview schedule had been carefully designed to align 
with each other. This design enabled both data instruments to address the research questions. 
Furthermore, the questions included in the questionnaire and interview schedule were influenced by 
research that had been previously conducted within this field (Abeles & Hafeli, 2014; Bennett, 2008; 
Boerner & Von Streit, 2007; Maitlis, 1997; Mogelof & Rohrer, 2005; Parasuraman & Purohit, 2000; 
Winston Churchill Memorial Trust, 2015; Wittry, 2007). Previous authors had focused on 
investigating a single factor or context that contributed to an orchestral musician’s creative fulfillment 
within their role. In comparison, this project investigated multiple organisational avenues that may 
impact an orchestral musician’s creative fulfillment. The questionnaire and the interview schedule 
contained questions focusing on the following topics: 
 
• The current artistic decision-making processes of the orchestral organisations, in relation to 
artistic planning, the rehearsal setting, and professional development, chamber, and education 
programs; 
• Orchestral musicians’ awareness with regard to any opportunities for their involvement in 
artistic planning processes; 
• Orchestral musicians’ opinions on the outcomes of current artistic planning processes, as well 
as the nature and scope of musician influence in the artistic planning; 
• The degree to which the musicians feel they are able to communicate and collaborate towards 
the interpretative decision-making within the orchestral rehearsal; 
• Ideas the orchestral musicians had regarding prospective changes that might be implemented 
to encourage musicians to more effectively contribute towards artistic planning with 
management, and interpretative decision-making within the rehearsal setting; 
• Orchestral musicians’ involvement in other roles and avenues offered by their organisation, 
such as professional development, chamber, and education programs, with regards to 
experiences of advancement and control over artistic, work-related decisions; and 
• The degrees to which the orchestral musicians felt creatively fulfilled, engaged, and valued in 
their orchestral organisations 
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3.5 Validity and Reliability Considerations 
The integrity, validity and reliability of the data collection is paramount. In order to ensure the 
collected data and research procedures are truthful and consistent, a researcher may adopt multiple 
techniques (Creswell, 2014). Guest et al. (2012) advises to increase the accuracy and consistency in 
participant perspectives, a researcher should consult “multiple methods or…sources…to compare 
findings in analysis for convergence or divergence” (p. 85). For this project, the adoption of a 
convergent parallel mixed methods research design assisted the Researcher in collecting reliable data. 
This was confirmed by the like-minded perspectives and opinions presented in the participants’ 
responses.  
 
The survey design must be reliable and valid (Creswell, 2014). Researchers need to ensure their 
survey design “serves the purpose it is intended to serve and provides correct information” (Fink, 
2003c, p. 47; see also Creswell, 2014). The concept of measurement error, obtaining incorrect or 
untruthful responses, should be avoided by researchers (Fink, 2003c). Although measurement error 
may be the result of falseness from participants, it can also be the consequence of a survey design 
that is difficult to understand with its content or use of language (Fink, 2003c). Furthermore, 
measurement error can occur due to participant fatigue, or their level of mental, emotional, or physical 
ability at the time of the survey completion (Fink, 2003c).  
 
To avoid measurement error, the questionnaires of this research project were carefully written, in a 
language appropriate for a lay reader. Furthermore, the timing and the circumstances in which the 
orchestral questionnaires were distributed was considered. The responses of the questionnaires may 
be affected by the attitudes or any fatigue the orchestral musicians were experiencing at the time. For 
the symphony orchestra, the paper-form questionnaires were completed in an hour-long break 
between two orchestral rehearsals. In this instance, the responses of the musicians may have been 
impacted by their positive or negative emotions in regards to the first rehearsal. For the conductorless 
orchestra, the majority of the paper-form questionnaires were completed in the lunch room before the 
rehearsal. Therefore, the musicians were most likely to be in a clear frame of mind, and detached 
from any influence due to the success or failure of the orchestral rehearsal. Regarding the 
questionnaires completed online, it is difficult to judge as to whether any external experiences at the 
time caused musicians to react and respond in a certain way. In regards to the questionnaire that was 
completed by the interview participants, immediately after their interview was recorded, it can only 
be suggested that their thoughts and feelings explored in the interview session could have impacted 
their questionnaire responses.  
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With regard to interview methods, throughout the data collection stage a researcher should provide 
interview participants with the opportunity to review their individual interview transcripts, in order 
to confirm validity (Creswell, 2014; Guest et al., 2012). This is also known as member-checking. In 
this case, the interview participants were sent their personal transcripts in order to confirm this as a 
true account and within context as intended. The Researcher made changes as the interview 
participants requested. Five to six months later, the Researcher followed up the interview participants 
individually with a confirmation of the exact interview excerpts that would feature in the thesis. The 
interview participants were asked to confirm whether the interpretation of their excerpts was accurate. 
The interview participants were also able to request any changes to the excerpts.  
 
Overall, validity is defined as “the degree to which a survey instrument actually measures what it 
purports to measure” (Fink, 2003c, p. 50; see also Creswell, 2014). The questionnaire and interview 
content of this project were carefully designed to maximise the likelihood of them measuring what 
they had set out to measure. Validity of the project was supported when the questionnaire and 
interview data results converged on a point, and were comparative to findings in previous research.  
 
3.6 The Researcher’s Role 
When conducting qualitative research “the role of the researcher as the primary data collection 
instrument necessitates the identification of personal values, assumptions and biases at the outset of 
the study” (Creswell, 2014, p. 207). This concept is referred to as reflexivity. Reflexivity is essentially 
the process to which a researcher recognises how their values, beliefs, and personal experiences have 
influenced their study, and in turn reflect on, and indicate, where bias may be present (May, 2013). 
As the Researcher for this research project, my perceptions of the creative fulfillment of orchestral 
musicians have been formed through my personal experiences as a musician (over 15 years).  
 
I have been an orchestral member in community, youth, university, and semi-professional symphony 
orchestras over many years. I have also rehearsed and performed with both conducted and 
conductorless chamber orchestras. As a young adult, I had numerous opportunities to perform and 
work with professional orchestral musicians, allowing opportunities to discuss their careers with 
them. I bring to this research project the experience and knowledge of the lifestyle of an orchestral 
musician, and of situations when creative involvement has been either encouraged or discouraged 
within the rehearsal setting and artistic planning processes of orchestral organisations. As a 
consequence, I commenced this research project with a pre-existing understanding of the factors that 
contribute to the orchestral musicians’ level of creative fulfillment. My experiences stem from, and 
are limited to, non-professional settings. However, having been engaged in conversation with many 
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professionals, I do hold informed opinions on the professional orchestral musicians’ career and 
lifestyle.  
 
Recognising that my previous experiences may bring bias to the research project, and potentially 
impact my perspectives, I have attempted to remain objective, particularly during the procedures of 
data collection and analysis. 
 
Member-checking with the interview participants enabled the participants to review and reinforce my 
interpretation of their experiences and perspectives. This process thus helped to mitigate any personal 
bias that may have been reflected within my interpretation of the interview participants’ experiences. 
The specific member-checking processes that were undertaken in this project are presented in an 
earlier section of the Methodology (see 3.5).  
 
3.7 Ethical Considerations 
This research abides by the ethics principles indicated in the NHMRC National Statement. Clearance 
for the research was obtained from The University of Queensland. The approval letter, including the 
project number and the ethical review panel, is presented in Appendix D. A concise outline of the 
ethical considerations, relevant to this research project, are noted below.  
 
3.7.1 Respecting autonomy, privacy, and confidentiality. 
Participation was entirely voluntary. Participants were able to take a break during the interview and/or 
questionnaire process, and were free to withdraw their participation from the project at any time, 
without prejudice or penalty. Informed consent was obtained from the participants prior to 
commencing the research.  
 
Pseudonyms were used to protect the interview participants’ privacy, within the interview 
transcriptions. The questionnaire data were aggregated so that no individual questionnaire participant 
was directly identifiable in the data.  
 
3.7.2 Beneficence. 
There were minimal risks involved in the participation of this research project. The interviews and 
questionnaires did not focus on highly sensitive, personal or invasive topics. If participants felt 
uncomfortable, they were free to stop the interview and/or questionnaire at any time and withdraw 
from the research project.  
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3.7.3 Justice. 
None of the participant groups were exploited in this research. There were no racial, religious or 
cultural exclusions. All participants were treated fairly throughout the interview and questionnaire 
processes.  
 
3.8 Summary 
This chapter outlined the approach and methodology for the research project. The convergent parallel 
mixed methods research design was introduced. Next, the details of the research participants and the 
recruitment procedures were presented. The data analysis processes were then described, as well as 
the design of the orchestral questionnaire and the interview schedule. The latter sections of the chapter 
explored in greater detail the methodological issues for consideration, such as the validity and 
reliability of the data, and the researcher’s role in the research project. The ethical considerations of 
the project were also presented.  
 
Chapter Four and Chapter Five present the results from the quantitative and qualitative data sets. 
Chapter Four focuses on the likert scale and open-ended data, collected from the questionnaire 
responses of the musicians from both the state symphony orchestra and the conductorless chamber 
orchestra. Chapter Five explores the data collected from the interviews, which were conducted with 
the musician interview participants selected from the same two orchestras.  
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Chapter Four 
Questionnaire Research Component 
 
4.1 Preamble 
Chapter Three outlined the research paradigm for this project. The development of the mixed methods 
materials, and the analytical approach, were described. Chapter Four presents analyses of the 
orchestral questionnaire data for both the Australian state symphony orchestra, and the Australian 
conductorless chamber orchestra.  
 
Accordingly, this chapter provides the reader with an understanding of the orchestral musicians’ 
perspectives regarding their involvement in artistic decision-making processes, of their respective 
organisations. This chapter also discusses if musicians want their orchestral organisations to 
implement change to enable more musician involvement within these processes. 
 
The following research questions are investigated: 
 
1. What are Australian orchestral musicians’ perspectives of their current and prospective 
involvement in their orchestra’s artistic decision-making processes? This research question is 
examined in relation to three organisational avenues: 
a. Artistic planning 
b. Rehearsal setting; and 
c. Professional development, chamber, and education programs 
2. Are musicians’ perspectives, regarding their current and prospective involvement in their 
orchestra’s artistic decision-making processes, similar for symphony orchestral musicians and 
conductorless chamber orchestral musicians? 
 
The likert scale section of the questionnaire focused on Part (a) and Part (b) of the first research 
question, as these are well-established facets of orchestral operations. Part (c) was addressed in the 
open-ended section of the questionnaire. The open-ended questions encouraged participants to reflect 
on other areas of their orchestral work that might enable their involvement in artistic decision-making 
processes, such as professional development, chamber, and education programs. The interview data 
in Chapter Five will expand on emergent themes from the responses to Parts (a), (b), and (c). 
 
The questionnaire comprised both likert scale and open-ended questions. The likert scale data were 
used to investigate the participants’ perspectives on their involvement in the artistic decision-making 
	 49 
processes, within their orchestral organisation. The likert scale section of the questionnaire asked the 
musicians to rate their level of agreement (from Strongly Disagree to Strongly Agree) to each of a 
list of statements. These were organised into three topics: the orchestra’s artistic planning, the 
orchestra’s rehearsal setting, and the orchestral musicians’ overall satisfaction with their current 
orchestral organisation. The likert scale data are summarised using means and standard deviations 
(Tables 10 – 14). The aggregated responses to the questionnaire statements are presented in relation 
to the project’s research questions.  
 
The open-ended section of the questionnaire asked participants to write responses regarding the 
highlights and low points of their careers where they felt they could or could not make a valued 
contribution to artistic decision-making processes. Musicians were also asked for ways in which their 
orchestral organisation has supported them, or could better support them, to contribute to artistic 
decision-making processes. The musicians’ responses were subject to a content analysis. Samples of 
data are provided, delineating the number of times a particular topic was mentioned within the total 
participant responses. Illustrative participant responses are listed underneath the corresponding open-
ended questions from the questionnaire. These are presented beneath headings in alignment with the 
project’s research questions.  
 
4.2 Questionnaire Participants 
To gain a contextual background to the collected data, the following sections demonstrate the 
demographics of those questionnaire and interview participants who completed the questionnaire.  
 
4.2.1 Participants: Gender and age. 
A total of 27 orchestral musicians participated in the questionnaire. This comprised 13 participants 
from the symphony orchestra, and 14 participants from the conductorless chamber orchestra (see 
Table 3). The majority of the participants who volunteered to take part in the questionnaire were 
female. This trend was observed in both the symphony orchestra (62%) and the conductorless 
chamber orchestra (64%). 
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Table 3 
The Male and Female Questionnaire and Interview/Questionnaire Participants from the Australian 
State Symphony Orchestra and the Australian Conductorless Chamber Orchestra 
 
 
 
 
The symphony orchestra participants of the orchestral questionnaire were generally of a mature age. 
The majority of the participants (45%) fell within the age bracket of 45 – 54 years old (see Table 4). 
In comparison, the orchestral questionnaire participants from the conductorless chamber orchestra 
were generally of a younger demographic (50% between 25 – 34 years old). The mean age of the 
orchestral questionnaire participants from the symphony orchestra was 43.5 years old (SD = 7.33). 
Whereas in the conductorless chamber orchestra, the mean age was 35.2 years old (SD = 8.27).  
 
GENDER OF 
SYMPHONY 
MUSICIANS 
ORCHESTRAL 
QUESTIONNAIRE 
PARTICIPANTS 
INTERVIEW/QUESTIONNAIRE 
PARTICIPANTS 
TOTAL 
MALE 
 
3 Males = 33% 2 Males = 50% 5 Males = 
38% 
FEMALE 
 
6 Females = 67% 2 Females = 50% 8 Females = 
62% 
NUMBER OF 
PARTICIPANTS 
9 participants in 
orchestral 
questionnaire 
4 participants in 
interview/questionnaire 
13 
participants 
overall from 
symphony 
orchestra 
GENDER OF 
CHAMBER 
MUSICIANS 
ORCHESTRAL 
QUESTIONNAIRE 
PARTICIPANTS 
INTERVIEW/QUESTIONNAIRE 
PARTICIPANTS 
TOTAL 
MALE 
 
3 Males = 30% 2 Males = 50% 5 Males = 36% 
FEMALE 
 
7 Females = 70% 2 Females = 50% 9 Females = 64% 
NUMBER OF 
PARTICIPANTS 
10 participants in 
orchestral 
questionnaire 
4 participants in 
interview/questionnaire 
14  
participants 
overall from 
conductorless 
orchestra 
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Table 4 
The Ages of Questionnaire Participants from the Australian State Symphony Orchestra and the 
Australian Conductorless Chamber Orchestra 
AGE OF SYMPHONY 
MUSICIANS  
ORCHESTRAL  
QUESTIONNAIRE 
PARTICIPANTS 
MIN/MAX MEAN AGE 
18 – 24 
 
0 – 0% N/A  
 
 
 
 
 
43.5 years  
(SD = 7.33) 
25 – 34 
 
2 = 22% 33 years/34 years 
35 – 44 
 
3 = 33% 37 years/44 years 
45 – 54 
 
4 = 45% 49 years/52 years 
55 – 64 
 
0 = 0% N/A 
65 – 74 
 
0 = 0% N/A 
75 YEARS AND 
OLDER 
 
0 = 0% N/A 
TOTAL 
 
9 participants in  
orchestral questionnaire 
33 years/52 years  
 
AGE OF CHAMBER 
MUSICIANS 
ORCHESTRAL  
QUESTIONNAIRE 
PARTICIPANTS 
MIN/MAX MEAN AGE 
18 – 24 
 
1 – 10% 22 years/N/A  
 
 
 
 
 
35.2 years 
(SD = 8.27)  
25 – 34 
 
5 = 50% 29 years/34 years 
35 – 44 
 
1 = 10% 38 years/N/A 
45 – 54 
 
3 = 30% 45 years/46 years (x2 
people) 
55 – 64 
 
0 = 0% N/A 
65 – 74 
 
0 = 0% N/A 
75 YEARS AND 
OLDER 
 
0 = 0% N/A 
TOTAL 
 
10 participants in  
orchestral questionnaire 
22 years/46 years (x2 
people) 
 
 
 
The interview participants who had completed the questionnaire, from the symphony orchestra, had 
a wider generational gap than the interview participants who had completed the questionnaire, from 
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the conductorless orchestra. In the symphony orchestra, the youngest was 28 years and the eldest 64 
years (see Table 5). The mean age of the interview questionnaire participants from the symphony 
orchestra was 43 years (SD = 15.4). In comparison, there was only a three year difference between 
the youngest and the eldest interview participants from the conductorless chamber orchestra. Thus, 
the mean age of the interview questionnaire participants from the chamber orchestra was lower, at 
30.5 years (SD = 1.29).  
 
Table 5  
The Ages of Interview/Questionnaire Participants from the Australian State Symphony Orchestra 
and the Australian Conductorless Chamber Orchestra 
AGE OF 
SYMPHONY 
MUSICIANS  
INTERVIEW/QUESTIONNAIRE  
PARTICIPANTS 
MIN/MAX MEAN AGE 
18 – 24 0 – 0% N/A  
 
 
43 years 
(SD = 15.4) 
25 – 34 1 – 25% 28 years/N/A 
35 - 44 2 = 50% 36 years/44 years 
45 – 54 0 = 0% N/A 
55 – 64 1 = 25% 64 years/N/A 
65 – 74 0 = 0% N/A 
75 YEARS AND 
OLDER 
0 = 0% N/A 
TOTAL 4 participants in 
interview/questionnaire 
28 years/64 years  
 
AGE OF  
CHAMBER 
MUSICIANS 
INTERVIEW/QUESTIONNAIRE  
PARTICIPANTS 
MIN/MAX MEAN AGE 
18 – 24 0 – 0% N/A  
 
 
30.5 years 
(SD = 1.29) 
25 – 34 4 – 100% 29 years/32 years 
35 - 44 0 = 0% N/A 
45 – 54 0 = 0% N/A 
55 – 64 0 = 0% N/A 
65 – 74 0 = 0% N/A 
75 YEARS AND 
OLDER 
0 = 0% N/A 
TOTAL 4 participants in  
interview/questionnaire 
29 years/32 years   
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4.2.2 Participants: Instruments and positions. 
It was important to collect data regarding the instruments played and the desking of both the 
symphony and conductorless chamber orchestral musicians, to determine whether the perspectives of 
the questionnaire participants had been influenced by their roles within their respective orchestras. In 
the symphony orchestra, the questionnaire participants were mostly string players (8 = 62%). Seven 
(54%) participants identified as section or tutti2 players, while four participants (31%) identified as 
principals or acting principals (see Table 6).  
 
Table 6 
The Instruments and Orchestral Positions of Questionnaire and Interview/Questionnaire 
Participants from the Australian State Symphony Orchestra 
INSTRUMENT ORCHESTRAL 
QUESTIONNAIRE 
PARTICIPANTS 
INTERVIEW/QUESTIONNAIRE 
PARTICIPANTS 
TOTAL 
STRING (INCL. 
PIANO AND HARP) 
6 = 67% 2 = 50% 8 = 62% 
WIND 3 = 33% 0 = 0% 3 = 23% 
BRASS 0 = 0% 2 = 50% 2 = 15% 
PERCUSSION 0 = 0% 0 = 0% 0 = 0% 
TOTAL 9 participants in 
orchestral 
questionnaire 
4 participants in 
interview/questionnaire 
13  
participants 
overall from 
symphony 
orchestra 
 
 
 
 
 
 
 
 
																																																						
2 Tutti is defined as “all” and “all the voices or instruments together” (Delbridge & Bernard, 1998, p. 
1266) 
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POSITION ORCHESTRAL 
QUESTIONNAIRE 
PARTICIPANTS 
INTERVIEW/QUESTIONNAIRE 
PARTICIPANTS 
TOTAL 
PRINCIPAL/ACTING 
PRINCIPAL 
2 = 22% 2 = 50% 4 = 31% 
ASSOCIATE 
PRINCIPAL 
1 = 11% 1 = 25% 2 = 15% 
SECTION/TUTTI 6 = 67% 1 = 25% 7 = 54% 
TOTAL 9 participants in 
orchestral questionnaire 
4 participants in 
interview/questionnaire 
13 
participants 
overall from 
symphony 
orchestra 
 
 
The conductorless chamber orchestra consists only of string instrumentalists. Therefore, all 
questionnaire participants were from the string instrumental family (14 = 100%). Ten (71%) 
participants identified themselves as artistic associates, core members, or section players. The 
remaining four participants (29%) were either principals, or the artistic director that also fulfils the 
role of concertmaster (see Table 7). 
 
Table 7 
The Instruments and Orchestral Positions of Questionnaire and Interview/Questionnaire 
Participants from the Australian Conductorless Chamber Orchestra 
INSTRUMENT ORCHESTRAL 
QUESTIONNAIRE 
PARTICIPANTS 
INTERVIEW/QUESTIONNAIRE 
PARTICIPANTS 
TOTAL 
STRING (INCL. 
PIANO AND HARP) 
10 = 100% 4 = 100% 14 = 100% 
WIND 0 = 0% 0 = 0% 0 = 0% 
BRASS 0 = 0% 0 = 0% 0 = 0% 
PERCUSSION 0 = 0% 0 = 0% 0 = 0% 
TOTAL 10 participants in 
orchestral 
questionnaire 
4 participants in 
interview/questionnaire 
14  
participants overall 
from conductorless 
orchestra 
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POSITION ORCHESTRAL 
QUESTIONNAIRE 
PARTICIPANTS 
INTERVIEW/QUESTIONNAIRE 
PARTICIPANTS 
TOTAL 
PRINCIPAL/ARTISTIC 
DIRECTOR 
3 = 30% 1 = 25% 4 = 29% 
ASSOCIATE PRINCIPAL 0 = 0% 0 = 0% 0 = 0% 
ARTISTIC ASSOCIATE/ 
CORE/SECTION/TUTTI 
7 = 70% 3 = 75% 10 = 71% 
TOTAL 10 participants in 
orchestral 
questionnaire 
4 participants in 
interview/questionnaire 
14 
participants 
overall from 
conductorless 
orchestra 
 
 
4.2.3 Participants: Employment status and number of years in orchestra. 
Of those who completed the questionnaire from the symphony orchestra, 12 were full time employees 
and one was a casual employee (see Table 8). In comparison, all who completed the questionnaire 
from the conductorless chamber orchestra were in casual positions (see Table 9).
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Table 8 
The Employment Type/Years of Questionnaire and Interview/Questionnaire Participants from the Australian State Symphony Orchestra 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
EMPLOYMENT 
STATUS 
ORCHESTRAL 
QUESTIONNAIRE 
PARTICIPANTS 
YEARS 
MIN/MAX 
INTERVIEW/QUESTIONNAIRE 
PARTICIPANTS 
YEARS 
MIN/MAX 
TOTAL 
FULL TIME 8 = 89% 5 years/28 
years 
4 = 100% 4 years/43 
years 
12 = 92% 
CASUAL 1 = 11% 17 years/N/A 0 = 0% N/A 1 = 8% 
TOTAL 9 participants in 
orchestral questionnaire 
5 years/28 
years 
4 participants in  
interview/questionnaire 
4 years/43 
years 
13  
participants 
overall from 
symphony 
orchestra 
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Table 9 
The Employment Type/Years of Questionnaire and Interview/Questionnaire Participants from the Australian Conductorless Chamber Orchestra 
 
 
 
EMPLOYMENT 
STATUS 
ORCHESTRAL 
QUESTIONNAIRE 
PARTICIPANTS 
YEARS 
MIN/MAX 
INTERVIEW/QUESTIONNAIRE 
PARTICIPANTS 
YEARS 
MIN/MAX 
TOTAL 
FULL TIME 0 = 0% N/A 0 = 0% N/A 0 = 0% 
CASUAL 10 = 100% 10 months/11 
years 
4 =10 0% 3 years/12 
years 
14 = 100% 
TOTAL 10 participants in 
orchestral questionnaire 
10 months/11 
years 
4 participants in  
interview/questionnaire 
3 years/12 
years 
14  
participants 
overall from 
symphony 
orchestra 
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4.3 Quantitative Questionnaire Data  
The following section explores the orchestral musicians’ perspectives on their involvement in artistic 
decision-making processes within the artistic planning context, and interpretative decision-making 
processes within the rehearsal setting. The orchestral musicians’ overall feelings of being satisfied 
and creatively fulfilled within their roles are also explored.  
 
4.3.1 Artistic planning processes. 
Six statements asked about the musicians’ level of fulfillment with their involvement in their 
orchestra’s artistic planning structures and processes. These statements are in alignment with the 
project’s research questions. An analysis of the responses to these statements, given by the musicians 
from the two orchestras, is summarised (see Table 10; Table 11) and analysed in the sections below. 
Table 10 presents the statements and corresponding data regarding the musicians’ current 
involvement in the artistic planning processes. Table 11 presents the statements and corresponding 
data regarding their prospective involvement in the current artistic planning processes. 
 
4.3.1.1 Current involvement in artistic planning processes. 
Overall, the total mean scores for Statements 1 - 4 revealed that the conductorless chamber orchestral 
musicians felt more involved in current artistic planning processes, than their symphony orchestral 
musician counterparts (see Table 10).  
 
A comparison of means demonstrated that musicians from the conductorless chamber orchestra had 
greater knowledge of their organisation’s artistic planning processes, than the musicians from the 
symphony orchestra. A comparison also identified that the conductorless chamber orchestral 
musicians: exerted significant influence on artistic decisions; were more satisfied in the outcomes of 
artistic planning processes; and had avenues available that facilitated and encouraged involvement in 
artistic planning processes. The means of the respective statements for the symphony orchestra were 
significantly lower (see Table 10).  
 
Within both orchestras, principals and associate principals reported a higher degree of knowledge and 
involvement in artistic planning processes, than section players. Of course, results must be considered 
in light of the small and unequal number of participants in each group when the sample is divided 
into principals and section players.  
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Table 10 
Likert Scale Questionnaire Results from the Musicians of the State Symphony Orchestra and Conductorless Chamber Orchestra: Current Involvement 
in Artistic Planning Processes 
Artistic Planning Processes 
 
State Symphony Orchestra Conductorless Chamber Orchestra 
Statements  Total Mean  
(SD) 
Principal Mean  
(SD) 
Section Player Mean 
(SD) 
 Total Mean  
(SD) 
Principal Mean  
(SD) 
Section Player Mean 
(SD) 
1. I have substantial 
knowledge of the current 
artistic decision-making 
processes within my 
orchestral organisation (i.e. 
artistic planning)   
4.27 
(1.84) 
5.6  
(0.89) 
3.16  
(1.72) 
5.64 
(1.44) 
6.75  
(0.5) 
5.2  
(1.47) 
2. I am satisfied with the 
outcomes of the current 
artistic decision-making 
processes within my orchestral 
organisation 
3.90 
(1.75) 
3.8  
(1.92) 
4  
(1.78) 
6 
(0.78) 
6.5  
(0.57) 
5.8  
(0.78) 
3. My orchestral organisation 
has existing avenues that 
facilitate and encourage the 
participation of the orchestral 
musicians in the artistic 
decision-making processes 
5.18 
(0.75) 
 
5.6  
(0.54) 
4.83 
 (0.75) 
6.21 
(1.12) 
6.75  
(0.5) 
6  
(1.24) 
4. As an orchestral musician, I 
can exert significant influence 
on the artistic decision-making 
processes within my orchestral 
organisation  
2.90 
(1.64) 
3.8  
(1.78) 
2.16  
(1.16) 
5.71 
(0.99) 
6.5  
(0.57) 
5.4  
(0.96) 
Note. Total Sample Size: Symphony Orchestra N = 13, Conductorless Chamber Orchestra N = 14 
Note. Symphony Orchestra Principals n = 5 Section Players n = 6, Conductorless Chamber Orchestra Principals n = 4 Section Players n = 10 
Note. Symphony Orchestra = Two interview participants did not complete these questions in the questionnaire 
Note. Ratings: 1 = Strongly Disagree, 2 = Disagree, 3 = Somewhat Disagree, 4 = Neutral, 5 = Somewhat Agree, 6 = Agree, 7 = Strongly Agree 
Note. SD = Standard Deviation
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4.3.1.2 Prospective involvement in artistic planning processes. 
A comparison of total means for Statements 5 - 6 revealed that the symphony orchestral musicians 
had a greater need to be better involved, and more influential, in prospective artistic planning 
processes, than the conductorless chamber orchestral musicians (see Table 11).  
 
Symphony orchestral musicians wanted improvements to current avenues, and the implementation of 
new avenues, to enable musicians a higher degree of involvement in artistic decisions. This finding 
is understandable, considering symphony orchestral musicians previously indicated a lack of 
influence in current artistic planning processes, demonstrated by the low total mean of Statement 4 
(see Table 10). In comparison, the conductorless chamber orchestral musicians were impartial to the 
concept of improving current avenues, and implementing new avenues, for better involvement in 
artistic decisions. This is plausible, considering the conductorless chamber orchestral musicians 
previously indicated a high degree of influence in current artistic planning processes (Statement 4, 
Table 10).  
 
Within both orchestras, section players reported higher means than principals (see Table 11). This 
indicated section players were more supportive of their organisations improving current avenues, or 
implementing new avenues, to have musicians being better involved and more influential in artistic 
planning processes. This result could be linked back to previous data, that revealed section players 
have less knowledge of and involvement in current artistic decisions, than their principal counterparts 
(see Table 10).  
 
4.3.1.3 Summary of statements 1 – 6. 
Overall, Statements 1 – 6 looked at whether orchestral musicians were satisfied with their 
organisations’ artistic planning processes. An analysis of the likert scale data thus far demonstrated 
the Australian state symphony orchestral musicians were significantly less free to make work-related 
decisions in artistic planning processes, than the Australian conductorless chamber orchestral 
musicians. Self-actualisation, the highest level of Maslow’s hierarchy, is achieved in the workplace 
by “opportunities for personal growth and advancement, [and] freedom to make work-related 
decisions” (Cole, 2010, p. 333). The ability for orchestral musicians to contribute to artistic decision-
making processes would therefore promote self-actualisation.  
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Table 11 
Likert Scale Questionnaire Results from the Musicians of the State Symphony Orchestra and Conductorless Chamber Orchestra: Prospective 
Involvement in Artistic Planning Processes 
Artistic 
Planning 
Processes 
State Symphony Orchestra Conductorless Chamber Orchestra 
Statements  Total Mean  
(SD) 
Principal Mean 
(SD) 
Section Player Mean 
(SD) 
 Total Mean 
(SD) 
 
Principal Mean 
(SD) 
Section Player Mean 
(SD) 
5. I feel my 
orchestral 
organisation 
could improve the 
current avenues 
to have orchestral 
musicians better 
involved and 
more influential 
in the artistic 
decision-making 
processes 
5.18 
(1.94) 
 
5  
(2.44) 
5.33  
(1.63) 
4.28 
(1.38) 
3.75  
(1.70) 
4.5  
(1.26) 
6. I feel my 
orchestral 
organisation 
could implement 
new avenues to 
have orchestral 
musicians better 
involved and 
more influential 
in the artistic 
decision-making 
processes 
5.18 
(1.77) 
5  
(2.12) 
5.33  
(1.63) 
4.14 
(1.61) 
3  
(1.63) 
4.6  
(1.42) 
Note. Total Sample Size: Symphony Orchestra N = 13, Conductorless Chamber Orchestra N = 14 
Note. Symphony Orchestra Principals n = 5 Section Players n = 6, Conductorless Chamber Orchestra Principals n = 4 Section Players n = 10 
Note. Symphony Orchestra = Two interview participants did not complete these questions in the questionnaire 
Note. Ratings: 1 = Strongly Disagree, 2 = Disagree, 3 = Somewhat Disagree, 4 = Neutral, 5 = Somewhat Agree, 6 = Agree, 7 = Strongly Agree 
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Note. SD = Standard Deviation
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4.3.2 Interpretative decision-making processes in the rehearsal setting. 
Statements 7 - 14 asked about the musicians’ level of satisfaction with their orchestras’ rehearsal 
setting. These statements are in alignment with the project’s research questions. An analysis of the 
responses to these questions by musicians from the two orchestras is summarised (see Table 12; Table 
13) and analysed in the sections below. Table 12 presents the statements and corresponding data 
regarding the musicians’ current involvement in the interpretative decisions within the rehearsal 
setting. Table 13 presents the statements and corresponding data regarding their prospective 
involvement in the current interpretative decisions within the rehearsal setting.  
 
4.3.2.1 Current involvement in interpretative decision-making processes in the rehearsal setting. 
Overall, the total mean scores for Statements 7 - 12 revealed that the conductorless chamber orchestral 
musicians had greater involvement in current interpretative decision-making processes in the 
rehearsal setting, than their symphony orchestral musician counterparts (see Table 12).  
 
A comparison of means demonstrated that the conductorless chamber orchestra had greater adoption 
of collaborative efforts in their rehearsal’s interpretative decision-making processes than the 
symphony orchestra. A comparison also identified that the conductorless chamber orchestral 
musicians were involved in a rehearsal setting that: embraced communication between musicians; 
valued their creative abilities; fulfilled their creative needs; and had less authority stemming from 
leadership figures (see Table 12). The means of the respective statements for the symphony orchestra 
were generally less positive (see Table 12). 
 
Trends were revealed in comparisons between the principal and section player means within both 
orchestras. Generally, principals of both orchestras indicated their creative abilities were more valued, 
and creative needs more fulfilled, in the interpretative decision-making processes of the rehearsal 
setting than the section players (see Table 12). Regardless, the means of the principal and section 
players of the conductorless chamber orchestra had mostly aligned, and indicated a unanimous belief 
that their organisation embraced collaboration within the interpretative decisions of the rehearsal 
setting (see Table 12).   
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Table 12 
Likert Scale Questionnaire Results from the Musicians of the State Symphony Orchestra and Conductorless Chamber Orchestra: Current Involvement 
in Rehearsals and Interpretative Decision-Making Processes 
Rehearsals and 
Interpretative 
Decision-Making 
Processes 
State Symphony Orchestra Conductorless Chamber Orchestra 
Statements  Total Mean 
(SD) 
Principal Mean 
(SD) 
Section Player Mean 
(SD) 
 Total Mean  
(SD) 
Principal Mean 
(SD) 
Section Player Mean 
(SD) 
7. The rehearsal 
setting within my 
orchestral organisation 
allows the orchestral 
musicians to contribute 
to the artistic decision-
making processes, 
during rehearsals (i.e. 
interpretative decisions) 
4.2 
(1.39) 
5  
(0.81) 
3.66  
(1.50) 
6 
(1.03) 
6.5 
 (0.57) 
5.8  
(1.13) 
8. The rehearsal setting 
within my orchestral 
organisation embraces 
collaboration between 
the musicians, section 
leaders, concertmaster 
and the conductor 
4.6 
(1.42) 
4.75 
 (0.95) 
4.5  
(1.76) 
6.35 
(0.74) 
6.75  
(0.5) 
6.2  
(0.78) 
9. The rehearsal setting 
within my orchestral 
organisation embraces 
communication between 
the musicians, section 
leaders, concertmaster 
and the conductor 
4.5 
(1.71) 
4.25  
(1.70) 
4.66 
 (1.86) 
6.35 
(0.74) 
6.5  
(0.57) 
6.3  
(0.82) 
10. Authority and 
leadership only stems 
from the conductor or 
the concertmaster 
3.1 
(1.52) 
 
 
 
2.25  
(0.95) 
3.66  
(1.63) 
2.28 
(0.99) 
2  
(0.81) 
2.4 
 (1.07) 
11. My creative abilities 
are valued in the 
4 
(1.56) 
4.75  
(1.5) 
3.5 
 (1.51) 
5.85 
(0.77) 
6.25 
 (0.5) 
5.7  
(0.82) 
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rehearsal setting within 
my orchestral 
organisation 
12. My creative needs 
are fulfilled in the 
rehearsal setting within 
my orchestral 
organisation 
3.7 
(1.76) 
3.75  
(2.06) 
3.66  
(1.75) 
5.5 
(1.50) 
6  
(0) 
5.3 
 (1.76) 
Note. Total Sample Size: Symphony Orchestra N = 13, Conductorless Chamber Orchestra N = 14 
Note. Symphony Orchestra Principals n = 4 Section Players n = 6, Conductorless Chamber Orchestra Principals n = 4 Section Players n = 10 
Note. Symphony Orchestra = Two interview participants and one questionnaire participant did not complete these questions in the questionnaire 
Note. Ratings: 1 = Strongly Disagree, 2 = Disagree, 3 = Somewhat Disagree, 4 = Neutral, 5 = Somewhat Agree, 6 = Agree, 7 = Strongly Agree 
Note. SD = Standard Deviation
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4.3.2.2 Prospective involvement in interpretative decision-making processes in the rehearsal 
setting. 
A comparison of total means for Statements 13 - 14 revealed some conflicting perspectives on the 
prospective involvement in interpretative decision-making processes in the rehearsal setting.  
 
The total mean of the symphony orchestral musicians indicated they did not believe their organisation 
could encourage musicians to contribute more effectively during interpretative decision-making 
processes (see Statement 13, Table 13). This is unexpected as it is in contrast to the suggestion of 
poor creative fulfillment, previously indicated in Statement 12 (see Table 12). It is difficult to 
understand why musicians who feel their creative needs are not fulfilled, would not want methods 
implemented that could improve their experiences. It may be there is another reason for this response, 
which may become apparent within later sections of the thesis.  
 
Similarly, the total mean of the conductorless chamber orchestral musicians indicated they also did 
not believe their organisation could encourage musicians to contribute more effectively during 
interpretative decision-making processes (see Statement 13, Table 13). The total mean of Statement 
14 (see Table 13) in the neutral range supported the response to Statement 13.  
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Table 13 
Likert Scale Questionnaire Results from the Musicians of the State Symphony Orchestra and Conductorless Chamber Orchestra: Prospective 
Involvement in Rehearsals and Interpretative Decision-Making Processes 
Rehearsals and 
Interpretative 
Decision-Making 
Processes 
State Symphony Orchestra Conductorless Chamber Orchestra 
Statements  Total Mean  
(SD) 
Principal Mean 
(SD) 
Section Player 
(SD) 
 Total Mean  
(SD) 
Principal Mean 
(SD) 
Section Player Mean 
(SD) 
13. I feel my 
orchestral 
organisation could 
encourage orchestral 
musicians to 
contribute more 
effectively during the 
artistic decision-
making processes, 
during the rehearsals 
(i.e. interpretative 
decisions) 
3.5 
(2.32) 
4  
(2.94) 
3.16  
(2.04) 
3.53 
(1.76) 
3  
(1.41) 
3.77 
 (1.92) 
14. I feel my 
orchestral 
organisation could 
implement new 
collaborative 
methods in the 
rehearsal setting 
3.5 
(2.12) 
3.25 
 (2.87) 
3.66  
(1.75) 
4.5 
(1.69) 
4.5  
(1.29) 
4.5 
 (1.90) 
Note. Total Sample Size: Symphony Orchestra N = 13, Conductorless Chamber Orchestra N = 14 
Note. Symphony Orchestra Principals n = 4 Section Players n = 6, Conductorless Chamber Orchestra Principals n = 4 Section Players n = 9 (Statement 
13) n = 10 (Statement 14) 
Note. Symphony Orchestra = Two interview participants and one questionnaire participant did not complete these questions in the questionnaire 
Note. Conductorless Chamber Orchestra = One questionnaire participant did not complete Statement 13 within the questionnaire  
Note. Ratings: 1 = Strongly Disagree, 2 = Disagree, 3 = Somewhat Disagree, 4 = Neutral, 5 = Somewhat Agree, 6 = Agree, 7 = Strongly Agree 
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Note. SD = Standard Deviation
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4.3.2.3 Summary of statements 7 – 14. 
Overall, Statements 7 – 14 explored whether orchestral musicians are creatively fulfilled in their 
organisation’s interpretative decision-making processes in the rehearsal setting. Data indicated that 
the principals of the Australian state symphony orchestra were more involved, and therefore fulfilled, 
in interpretative decision-making processes, than their section player counterparts. It is 
understandable then why section players indicated poor creative fulfillment in the rehearsal setting. 
Despite the conflicting findings, overall the symphony orchestral musicians did not support a need 
for change to encourage more musician contribution in the rehearsal. It could be that their lack of 
creative fulfillment within the rehearsal context is not an issue. From the responses to Statements 1 – 
6, their lack of creative fulfillment within the artistic planning processes was shown to be of greater 
concern. This suggestion was supported by the musicians’ needs for new avenues to be implemented 
that enable greater musician influence and involvement in the artistic planning.  
 
In the Australian conductorless chamber orchestra, the orchestral musicians were highly involved in 
the interpretative decision-making processes in the rehearsal setting. This level of involvement should 
promote greater self-actualisation for these musicians within the context of their working life.  
 
4.3.3 Overall fulfillment in the orchestral organisation. 
The final two statements in the questionnaire asked about the musicians’ level of satisfaction with 
their current orchestral organisation. An analysis of the responses to these questions, given by 
musicians from the two orchestras, is summarised (see Table 14) and analysed in the sections below.
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Table 14 
Likert Scale Questionnaire Results from the Musicians of the State Symphony Orchestra and Conductorless Chamber Orchestra: Overall Fulfillment 
Overall 
Fulfillment 
State Symphony Orchestra Conductorless Chamber Orchestra 
Statements  Total Mean  
(SD) 
Principal Mean 
(SD) 
Section Player Mean 
 (SD) 
 Total Mean  
(SD) 
Principal Mean  
(SD) 
Section Player Mean  
(SD) 
15. As an 
orchestral 
musician, I 
feel satisfied 
in my 
orchestral 
organisation 
5 
(1.33) 
5  
(1.41) 
5  
(1.41) 
6.07 
(0.82) 
6.5  
(0.57) 
5.9  
(0.87) 
16. As an 
orchestral 
musician, I 
feel valued in 
my orchestral 
organisation 
5.4 
(1.17) 
5.5  
(0.57) 
5.33  
(1.50) 
6.21 
(0.89) 
6.5 
 (0.57) 
6.1 
 (0.99) 
Note. Total Sample Size: Symphony Orchestra N = 13, Conductorless Chamber Orchestra N = 14 
Note. Symphony Orchestra Principals n = 4 Section Players n = 6, Conductorless Chamber Orchestra Principals n = 4 Section Players n = 10 
Note. Symphony Orchestra = Two interview participants and one questionnaire participant did not complete these questions in the questionnaire 
Note. Ratings: 1 = Strongly Disagree, 2 = Disagree, 3 = Somewhat Disagree, 4 = Neutral, 5 = Somewhat Agree, 6 = Agree, 7 = Strongly Agree 
Note. SD = Standard Deviation 
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The total mean scores for Statements 15 - 16 indicated a higher level of overall fulfillment for the 
musicians of the conductorless chamber orchestra, when compared to their symphony orchestra 
counterparts (see Table 14).  
 
The means demonstrated that the conductorless chamber orchestral musicians felt more satisfied and 
more valued as musicians in their orchestral organisation, than the symphony orchestral musicians. 
However, although the means of the statements for the symphony orchestra were lower, they were 
still supportive of their organisation (see Table 14).   
 
The high degree of overall fulfillment from the conductorless chamber orchestra may stem from the 
musicians’ engagement in an organisation that embraces their involvement and influence in artistic 
decision-making processes. Considering the symphony orchestral musicians had previously 
expressed a lack of involvement and influence in artistic decision-making processes, the degree of 
overall fulfillment (see Table 14) may stem from their involvement in adjunct experiences within the 
organisation, yet to be explored in data.  
 
4.3.4 Summary of quantitative questionnaire data. 
The quantitative questionnaire data analysis indicated that the symphony orchestral musicians were 
creatively unfulfilled due to their low level of involvement in artistic planning processes. They did 
not feel that they exerted significant influence within these processes, and accordingly would 
welcome organisational change to remedy this. Similarly, the musicians’ degree of involvement in 
artistic decision-making processes in the rehearsal setting also appeared to lead to a lack of creative 
fulfillment (Statement 12, Table 12). However, in this setting they did not seem to desire 
organisational change. The conductorless chamber orchestral musicians expressed high levels of 
creative fulfillment within both the artistic planning and the rehearsal setting for their orchestra.  
 
In the following section (see 4.4), the open-ended data expands on the perspectives that were 
identified within the quantitative data.  
 
4.4 Qualitative Questionnaire Data 
The following section presents the analysis of the musician responses to the open-ended questions 
from the questionnaire. A content analysis approach was adopted in order to explore the various 
experiences of orchestral musicians in artistic decision-making processes. These experiences include 
the highlights and low points of their careers where they felt they could, or could not, contribute to 
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artistic decisions, and also how their organisations support, or could better support, them to make 
these contributions.  
 
4.4.1 Current involvement in artistic planning processes, and in interpretative decision-
making processes in the rehearsal setting. 
In Question 1, musicians across both orchestras identified their involvement in chamber music as the 
predominant highlight of their careers, where they had the opportunity to make valued contributions 
to artistic decision-making processes. This finding is evident by the relatively large number of times 
chamber music was mentioned in the total open-ended participant responses (see Table 15).  
 
Table 15 
Orchestral Questionnaire Participant Responses to Open-Ended Question 1 
Q1: What are the highlights of your career where you felt you could make a valued 
contribution to the artistic decision-making processes? 
Selected Participants Selected Responses 
Participant 1 (Conductorless Chamber 
Orchestra) 
All throughout I feel I can make a 
contribution…especially when playing in 
chamber ensembles…not so much symphony 
orchestras.  
Participant 2 (Symphony Orchestra) Chamber music series…never in [the] 
orchestral [setting]. 
Participant 3 (Conductorless Chamber 
Orchestra) 
When acting as principal position in 
sections. 
Participant 4 (Symphony Orchestra) When it is evident that a suggestion made 
has been taken seriously, investigated, and 
brought to fruition, even if not in the same 
form as the original suggestion.  
Frequency of Topics Mentioned in Total Participant Responses 
Symphony Orchestra Conductorless Chamber Orchestra 
Artistic Planning/Organisational Communication = 3 Artistic Planning/Organisational Communication = 2 
Rehearsal Interpretative Decisions/Performances = 2 Rehearsal Interpretative Decisions/Performances = 0 
Decision-Making Figures (Management Figures 
and/or Principals in Rehearsals) = 2 
Decision-Making Figures (Management Figures 
and/or Principals in Rehearsals) = 2 
Chamber Music, Ensembles, and Programs = 3 Chamber Music, Ensembles, and Programs = 8 
Education/Teaching = 0 Education/Teaching = 1 
Other = 1 Other = 1 
Note. Total Sample Size: Symphony Orchestra N = 13, Conductorless Chamber Orchestra N = 14 
Note. Symphony Orchestra = One questionnaire participant and three interview participants did not 
complete these questions in the questionnaire 
Note. Conductorless Chamber Orchestra = Two questionnaire participants and four interview 
participants did not complete these questions in the questionnaire 
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Illustrative responses, such as those by Participant 1 and Participant 2 (see Table 15), described how 
they were able to exert more influence in chamber music, rather than in symphonic music. Their 
responses showed how both symphony and conductorless chamber orchestral musicians were able to 
influence artistic decisions more so within the context of chamber music, and in turn engaged in 
collaborative environments that embraced individualised performance.  
 
Musicians across both orchestras also indicated the importance of being involved in artistic decision-
making processes within the artistic planning context and the rehearsal setting (see Table 15). Firstly, 
Participant 4 noted their career highlights occurred when they made a valued contribution to artistic 
decisions within artistic planning processes. This symphony orchestral musician felt respected when 
they were utilised as an artistic resource by their orchestral organisation. Secondly, Participant 3 
suggested their career highlights occurred when they held a leadership position within an orchestra, 
and in turn made valued contributions to artistic decision-making processes. As a principal, they were 
more likely to have had influence over interpretative decisions during the rehearsal, than if they were 
a section player.   
 
Question 2 (see Table 16) asked how the orchestral musicians’ current orchestral organisations 
supported them to make valued contributions to artistic decision-making processes.  
 
Table 16 
Orchestral Questionnaire Participant Responses to Open-Ended Question 2 
Q2: What are the best ways that this orchestral organisation supports you to contribute 
to the artistic decision-making processes? 
Selected Participants Selected Responses 
Participant 4 (Symphony Orchestra) Supporting chamber music programs.  
Participant 1 (Conductorless Chamber 
Orchestra) 
[De-identified] is big on everyone having 
input into the creative process, especially in 
regards to things such as passages needing 
to be corrected in terms of intonation, 
ensemble, bowings, phrasing etc. Even as a 
Casual I feel welcome to contribute.  
Participant 5 (Conductorless Chamber 
Orchestra) 
Player meetings regarding future 
repertoire. Player meetings to self-reflect on 
recent projects and programs. Individual 
one to one player meetings between player 
and executive director every year. Less 
formal meetings between players and 
artistic director. First item on strategic plan 
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of the organisation is that ‘we empower our 
artists.’ 
Participant 2 (Symphony Orchestra) As a tutti player this is really not relevant. 
I’m not involved in decision-making 
processes.  
Frequency of Topics Mentioned in Total Participant Responses 
Symphony Orchestra Conductorless Chamber Orchestra 
Artistic Planning/Organisational Communication = 2 Artistic Planning/Organisational Communication = 
13 
Rehearsal Interpretative Decisions/Performances = 1 Rehearsal Interpretative Decisions/Performances = 5 
Decision-Making Figures (Management Figures 
and/or Principals in Rehearsals) = 2 
Decision-Making Figures (Management Figures 
and/or Principals in Rehearsals) = 1 
Chamber Music, Ensembles, and Programs = 1 Chamber Music, Ensembles, and Programs = 0 
Education/Teaching = 0 Education/Teaching = 0 
Other = 2 Other = 4 
Note. Total Sample Size: Symphony Orchestra N = 13, Conductorless Chamber Orchestra N = 14 
Note. Symphony Orchestra = Three questionnaire participants and four interview participants did 
not complete these questions in the questionnaire 
Note. Conductorless Chamber Orchestra = Four interview participants did not complete these 
questions in the questionnaire 
 
The conductorless chamber orchestral musicians suggested their organisation supported them to make 
valued contributions to artistic decisions by providing a number of opportunities for involvement in 
artistic planning processes. This finding is evident by the large number of times artistic planning was 
mentioned in the participant responses from the conductorless chamber orchestra (see Table 16). 
Participant 5 reinforced this by listing a number of opportunities for the conductorless chamber 
orchestral musicians to become involved in artistic planning processes. These established 
organisational procedures suggested the conductorless chamber orchestra valued their musicians as 
artistic resources and vital contributors to artistic decisions. Furthermore, the response provided 
evidence that the conductorless chamber orchestra aimed for a flat organisational structure between 
orchestral management and orchestral musicians.  
 
It was also highlighted orchestral musicians were being supported by their organisations to make 
valued contributions to artistic decisions within the rehearsal setting. Participant 1 (see Table 16) 
pointed out the conductorless chamber orchestral musicians had the ability to influence artistic 
decisions within rehearsals. However, it should be noted these rehearsals are within a chamber 
orchestra setting, and therefore are more inclined to include musician contribution. Whereas 
symphony orchestral musicians may rely on additional chamber programs to experience this creative 
leadership, the chamber orchestral musicians experienced this during every rehearsal. It is vital 
	 75 
chamber programs are retained and continually developed in order to accommodate the creative needs 
of all musicians, but particularly, symphony orchestral musicians. This is reflected by Participant 4, 
who stated the symphony orchestra supported their musicians to contribute to artistic decisions by 
providing chamber programs, which in turn enabled the symphony orchestral musicians to explore 
and fulfil their creative needs.  
 
While participants so far have identified the ways in which their orchestral organisations supported 
them to make valued contributions to artistic decision-making processes, a different perspective is 
presented by Participant 2 (see Table 16). This section player of the symphony orchestra alluded to 
the fact they were not in a position to influence artistic decisions. This player’s abrupt response may 
be an indication that the symphony orchestra had given some section players the impression that it is 
not their place to exert influence in artistic decision-making processes.  
 
The responses to Question 1 and Question 2 (see Table 15; Table 16) revealed not all orchestral 
musicians exerted influence in artistic decision-making processes. The musicians of the Australian 
state symphony orchestra were satisfied only when the orchestral organisation listened to their 
suggestions. However, it seemed those musicians in non-leadership roles were not encouraged by 
their orchestra to contribute to artistic decisions. Therefore, it is understandable the symphony 
orchestral musicians valued participation in chamber programs, because they did not have the 
capacity to influence work-related decisions in artistic planning processes. By participating in these 
alternative opportunities, the musicians were able to maximise their ability to reach creative 
fulfillment. In comparison, the musicians of the Australian conductorless chamber orchestra were 
encouraged by their orchestral organisation to make valued contributions to artistic decision-making 
processes. This is evident within both the artistic planning context and the rehearsal setting context, 
by the establishment of methods and avenues encouraging collaborative efforts. These musicians 
therefore were likely to be creatively fulfilled and reach self-actualisation within the workplace 
context.  
 
In Question 3, musicians across both orchestras identified that hierarchical systems, in the artistic 
planning context and within the rehearsal setting, were the low points of their careers (see Table 17). 
For both sets of musicians, hierarchies hindered their capacity to exert influence in artistic decision-
making processes. In turn, musicians did not have the opportunity to make valued contributions.  
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Table 17 
Orchestral Questionnaire Participant Responses to Open-Ended Question 3 
Q3: What are the low points of your career where you felt you could not make a valued 
contribution to the artistic decision-making processes? 
Selected Participants Selected Responses 
Participant 4 (Symphony Orchestra) When feeling like ideas and suggestions are 
not listened to.  
Participant 6 (Symphony Orchestra) The time I haven’t felt I could contribute 
was when artistic planners contract a friend 
to conduct/perform without any benefit to 
the organisation or [the] audience. 
Participant 7 (Conductorless Chamber 
Orchestra) 
Where bowings and phrasing is dictated 
from the front and causes [the] music to feel 
rather counter-intuitive (either by a 
conductor or a leader). 
Participant 3 (Conductorless Chamber 
Orchestra) 
Lack of rehearsal time means decisions 
have to be made quickly.  
Frequency of Topics Mentioned in Total Participant Responses 
Symphony Orchestra Conductorless Chamber Orchestra 
Artistic Planning/Organisational Communication = 6 Artistic Planning/Organisational Communication = 0 
Rehearsal Interpretative Decisions/Performances = 2 Rehearsal Interpretative Decisions/Performances = 6 
Decision-Making Figures (Management Figures 
and/or Principals in Rehearsals) = 0 
Decision-Making Figures (Management Figures 
and/or Principals in Rehearsals) = 0 
Chamber Music, Ensembles, and Programs = 0 Chamber Music, Ensembles, and Programs = 0 
Education/Teaching = 0 Education/Teaching = 0 
Other = 2 Other = 1 
Note. Total Sample Size: Symphony Orchestra N = 13, Conductorless Chamber Orchestra N = 14 
Note. Symphony Orchestra = Two questionnaire participants and three interview participants did 
not complete these questions in the questionnaire 
Note. Conductorless Chamber Orchestra = Three questionnaire participants and four interview 
participants did not complete these questions in the questionnaire 
 
The response by Participant 7 indicated how conductorless chamber orchestral musicians experienced 
hierarchies in the rehearsal setting (see Table 17). It is interesting to note that hierarchies had formed 
within a rehearsal setting that had intended to be all-embracing of its musicians. Those in leadership 
roles were exerting authority over interpretative decision-making processes. A lack of involvement 
in interpretative decision-making processes was further highlighted by Participant 3, who referred to 
time constraints. Inefficient and tight rehearsal schedules can hinder musician involvement in 
decision-making. Under these circumstances, it is likely the orchestral leaders had taken charge.  
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The responses of Participant 4 and Participant 6 demonstrated how these symphony orchestral 
musicians experienced hierarchies during artistic planning processes (see Table 17). Orchestral 
management figures were dominating and driving artistic decisions by personal choice or lack of 
consultation. These responses revealed problems with the existing organisational processes of the 
symphony orchestra, which may have left skilled and knowledgeable orchestral musicians 
underutilised. 
 
4.4.2 Prospective involvement in artistic planning processes, and in interpretative decision-
making processes in the rehearsal setting. 
In Question 4 (see Table 18), both sets of orchestral musicians implied their orchestral organisations 
could better support them to make valued contributions to artistic decision-making processes, by 
implementing new avenues that enabled equal opportunity for all musicians to be involved in the 
rehearsal setting and the artistic planning.  
 
Table 18 
Orchestral Questionnaire Participant Responses to Open-Ended Question 4 
Q4: In what ways could this orchestral organisation better support you to contribute 
to the artistic decision-making processes? 
Selected Participants Selected Responses 
Participant 8 (Symphony Orchestra) Brainstorming sessions, open discussions 
held regularly (perhaps once or twice a 
year) for all orchestral members, in 
addition to the artistic committee.  
Participant 9 (Symphony Orchestra) Listen to member’s suggestions.  
Participant 3 (Conductorless Chamber 
Orchestra) 
More rehearsal time – to allow exploration 
of ideas.  
Participant 1 (Conductorless Chamber 
Orchestra) 
Sometimes this organisation can be equal 
and listen well to other ideas – However at 
times certain people can dictate everything 
and not listen collectively.  
Frequency of Topics Mentioned in Total Participant Responses 
Symphony Orchestra Conductorless Chamber Orchestra 
Artistic Planning/Organisational Communication = 3 Artistic Planning/Organisational Communication = 1 
Rehearsal Interpretative Decisions/Performances = 4 Rehearsal Interpretative Decisions/Performances = 3 
Decision-Making Figures (Management Figures 
and/or Principals in Rehearsals) = 1 
Decision-Making Figures (Management Figures 
and/or Principals in Rehearsals) = 0 
Chamber Music, Ensembles, and Programs = 0 Chamber Music, Ensembles, and Programs = 0 
Education/Teaching = 0 Education/Teaching = 0 
No Support Needed = 0 No Support Needed = 3 
Other = 0 Other = 3 
Note. Total Sample Size: Symphony Orchestra N = 13, Conductorless Chamber Orchestra N = 14 
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Note. Symphony Orchestra = Four questionnaire participants and four interview participants did not 
complete these questions in the questionnaire 
Note. Conductorless Chamber Orchestra = One questionnaire participant and four interview 
participants did not complete these questions in the questionnaire 
 
Illustrative responses, such as those by Participant 3 and Participant 1, combined with the frequency 
of reference to the rehearsal setting, demonstrated their need for the conductorless chamber orchestra 
to provide more time to facilitate collaboration in the rehearsal setting (see Table 18). Time 
constraints in rehearsals were limiting the opportunity for some musicians to contribute to 
interpretative decisions. In these circumstances, for expediency those in leadership roles were likely 
to be driving decision-making. It is also expressed there was sometimes a lack of equitable 
involvement in interpretative decision-making processes, which suggested smaller groups of people 
dictated decision-making processes in the rehearsal setting.  
 
The responses by the conductorless chamber orchestral musicians to Question 3 and Question 4 
somewhat contradict the results of the likert scale data. This suggests a further examination on the 
interpretative decision-making processes within the conductorless chamber orchestra is required. The 
responses to the open-ended questions suggested hierarchies had formed within the rehearsal setting 
of the conductorless chamber orchestra. However, the likert scale data of Statements 7 – 10 (see Table 
12), from the same group of musicians, suggested that the rehearsal setting was highly collaborative, 
and authority did not stem only from those in leadership positions. The above open-ended responses 
also somewhat contradict the response of Participant 1, a conductorless chamber orchestral musician, 
whom in Question 2 (see Table 16) suggested that the orchestra had all the musicians involved in the 
interpretative decisions within the rehearsal setting. It is worth noting however, that Participant 1 
(Question 2) did not identify themselves as a core member of the conductorless chamber orchestra. 
This would suggest Participant 1 is not present for all rehearsals, and therefore may not have been 
aware of the usual dynamics.  
 
The responses of Participant 8 and Participant 9 demonstrated how symphony orchestral musicians 
wanted their organisation to utilise them as artistic resources (see Table 18). It was suggested the 
simple act of listening and acknowledging musician suggestions would increase their feelings of 
value, and simultaneously improve workplace culture. The development of communicative and 
collaborative relationships between the orchestral management and the orchestral musicians would 
be beneficial to both parties.  
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The responses to Question 3 and Question 4 (see Table 17; Table 18) demonstrated that not all 
orchestral musicians had equal opportunity to be involved in artistic decision-making processes. 
Organisational hierarchies were hindering the musicians in both the subject orchestras from 
contributing to artistic decisions. In the symphony orchestra, orchestral management were driving 
decisions in artistic planning processes, leaving orchestral musicians underutilised as potential artistic 
resources. In the conductorless chamber orchestra, organisational hierarchies had developed within 
the rehearsal setting. In this case, musicians in leadership roles, or smaller groups of musicians with 
shared opinions, were often determining the musical interpretation during the rehearsal. Considering 
the results of Question 3 and Question 4, it is proposed the orchestral management of the symphony 
orchestra, and some musicians in the conductorless chamber orchestra, were habitually taking 
advantage of their higher standing within their organisations, and were exerting greater influence in 
decision-making processes. As suggested by the open-ended responses, this in turn found some 
orchestral musicians feeling removed from artistic decision-making processes. For both sets of 
musicians, their inability to influence their respective artistic decision-making processes suggested a 
loss of control, disempowerment, and ultimately reduced their creative fulfillment.  
 
4.4.3 Summary of qualitative questionnaire data. 
From the content analysis of the open-ended data, results revealed that the orchestral musicians from 
the symphony orchestra felt respected when they were utilised as artistic resources. However, this did 
not happen consistently. It was also suggested those in non-leadership roles were actively discouraged 
from contributing to artistic decisions. Overall, the analysis determined that the symphony orchestral 
musicians felt a sense of creative unfulfillment within the artistic planning context. The musicians 
suggested that organisational hierarchies hindered their opportunities to contribute to artistic 
decision-making processes. On a positive note, the responses demonstrated how the symphony 
orchestral musicians highly valued their involvement in chamber ensembles, as a means to explore 
their creative needs. Therefore, chamber programs must be maintained within the Australian state 
symphony orchestra, in order to accommodate the creative needs of the orchestral musicians that are 
not being met within the artistic planning processes.   
 
In comparison, there were a number of opportunities for the conductorless chamber orchestral 
musicians to be involved in artistic decisions. They reported feeling highly valued as artistic resources 
within artistic planning. However, this result was not mirrored in the rehearsal setting. Here there was 
evidence of dissatisfaction. Despite the intention of a flat organisational structure, orchestral 
musicians in leadership roles often dominated decisions regarding the musical interpretation of a 
piece. As a consequence, those musicians in non-leadership roles were less likely to be creatively 
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fulfilled within the rehearsal setting. It was also found time constraints in the rehearsal settings further 
limited the opportunity for all the orchestral musicians to contribute to the interpretative decisions. 
In these circumstances, musicians that held leadership roles were also more likely to drive the 
interpretative decision-making, in order to maintain efficiency in strict rehearsal timelines.   
 
4.5 Summary and Discussion 
In summary, the likert scale and open-ended questionnaire data demonstrated creative fulfillment is 
varied between the musicians of the Australian state symphony orchestra and the Australian 
conductorless chamber orchestra. Results are considered in light of the small sample size.  
 
The symphony orchestral musicians expressed discontent regarding their involvement in artistic 
decision-making processes. They reported a lack of influence in artistic planning, and therefore 
expressed they were not utilised as an artistic resource within this context. The section players were 
particularly underutilised by their organisation, and provided little contribution to artistic decisions. 
The symphony orchestral musicians supported the idea of organisational changes being implemented 
to have musicians better involved and more influential in artistic decision-making processes. The 
musicians’ need to have input into artistic decisions is consistent with workforce planning literature. 
Twenty-first century employees are “innovative thinkers” and want to “contribute and improve their 
organisations’ products” (Cole, 2010, p. 30). However, the orchestral musicians had contributed to 
artistic decisions, and reported finding creative fulfillment through their involvement in chamber 
programs. These programs provided orchestral musicians with the opportunity to engage in creative 
work that enabled individual control over work-related decisions. With twenty-first century 
musicians progressively demonstrating the need to have “a more direct voice in their orchestral music 
making,” the chamber music setting enables musicians to collaborate in a creative environment, and 
take on leadership roles (Lewis, 2001, p. 52; Oakland & Ginsborg, 2014). Engaging in chamber music 
is particularly important for symphony orchestral musicians, whose day-to-day participation in the 
hierarchical symphony orchestra can limit their opportunity to exert control over artistic decisions 
(Parasuraman & Purohit, 2000).  
 
In comparison, the chamber orchestral musicians reported feeling creatively fulfilled within artistic 
decision-making processes. Due to the collaborative artistic planning within their organisation, the 
orchestral musicians had a sense of control over work-related decisions. It is not uncommon for 
smaller organisations, by virtue of their ensemble size, to fully embrace their musicians as co-
collaborators and contributors in artistic decisions (Mogelof & Rohrer, 2005, pp. 102 – 106). 
However, this level of musician involvement was not always reflected within the rehearsal setting. 
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Despite the intentions of establishing a flat-hierarchy within the orchestral rehearsal setting, some 
chamber orchestral musicians reported hierarchies had developed. Musicians that held leadership 
positions were likely to dominate decisions regarding musical interpretation, leaving section players 
underutilised. The concept of opposing sub-groups, within larger groups of people, is a known 
phenomenon and can be placed within various social contexts (Ellemers, 2010; Islam, 2014). In 
addition, there were concerns regarding the current rehearsal methods and their level of efficiency. 
This will be reflected within the qualitative interview data.  
 
Notably, the open-ended responses suggested that adjunct avenues, such as chamber programs, could 
be utilised by orchestral musicians as a means to fulfil their creative needs. Qualitative interviews, 
incorporating principals and section players from both orchestras, expand on this element that had 
emerged from the questionnaire data.  
 
The findings from the questionnaire provide the research project with a preliminary understanding of 
the current and prospective involvement of Australian orchestral musicians, in the artistic decision-
making processes of their orchestral organisations. Chapter Five will expand on these findings, with 
the interview data providing a more comprehensive insight into the trends that have risen from the 
questionnaire data. 
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Chapter Five 
Interview Research Component 
 
5.1 Preamble 
In the previous chapter, the analysis of the orchestral questionnaire data had identified the current and 
prospective involvement of orchestral musicians in the artistic decision-making processes of their 
respective orchestras. Chapter Five expands on the questionnaire data. The in-depth interview 
participants’ responses provide breadth and depth to the perspectives that were emergent from the 
questionnaire data.  
 
This chapter discusses the interview participants’ experiences regarding the nature and scope of 
musician influence in artistic planning, and the degree to which they feel they are able to communicate 
towards interpretative decision-making within the rehearsal setting. In addition, Chapter Five 
discusses the interview participants’ experiences regarding their involvement in other artistic 
decision-making processes, such as in professional development, chamber, and education programs. 
Chapter Five also discusses whether the musicians’ respective orchestral organisations could 
implement changes to current artistic decision-making processes, in order to have more musician 
involvement and influence in artistic decisions.  
 
Chapter Five investigates the following research questions: 
 
1. What are Australian orchestral musicians’ perspectives of their current and prospective 
involvement in their orchestra’s artistic decision-making processes? This research question is 
examined in relation to three organisational avenues: 
a. Artistic planning 
b. Rehearsal setting; and 
c. Professional development, chamber, and education programs 
2. Are musicians’ perspectives, regarding their current and prospective involvement in their 
orchestra’s artistic decision-making processes, similar for symphony orchestral musicians and 
conductorless chamber orchestral musicians? 
 
This chapter is structured into four sections; each section representing a prominent theme identified 
through the Interpretative Phenomenological Analysis of the interview data. Each theme is discussed 
in light of the convergences (similarities) and divergences (differences) of the interview participants’ 
	 83 
perspectives and experiences, as members of their respective orchestral organisations. The qualitative 
results are summarised according to the research questions.  
 
5.2 Interview Participants 
To gain a contextual background to the interview data, the following sections demonstrate the 
demographics of interview participants.  
 
5.2.1 Participants: Gender and age. 
A total of eight orchestral musicians participated in the interview (see Table 19). This comprised four 
participants from the symphony orchestra, and four participants from the conductorless chamber 
orchestra. A gender ratio (50:50) was controlled in the interview participant recruitment. Thus, the 
total interview participants were 50% male and 50% female.  
 
Table 19 
The Male and Female Interview Participants from the Australian State Symphony Orchestra and 
the Australian Conductorless Chamber Orchestra 
 
 
 
 
 
 
 
 
 
 
 
 
GENDER OF 
SYMPHONY 
MUSICIANS 
INTERVIEW  
PARTICIPANTS 
TOTAL 
MALE 
 
2 Males = 50% 2 Males = 50% 
FEMALE 
 
2 Females = 50% 2 Females = 50% 
NUMBER OF 
PARTICIPANTS 
4 participants  
in interview 
4  
participants 
overall from 
symphony 
orchestra 
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The interview participants of each orchestra fell within different age brackets (see Table 20). The 
majority of the interview participants from the symphony orchestra fell within the 35 – 44 age bracket, 
thus resulting in the mean age of 43 years (SD = 15.4). In comparison, the total interview participants 
from the conductorless chamber orchestra fell within the younger 25 – 34 age bracket, with the mean 
age of 30.5 years (SD = 1.29).  
 
Table 20  
The Ages of Interview Participants from the Australian State Symphony Orchestra and the 
Australian Conductorless Chamber Orchestra 
 
GENDER OF  
CHAMBER  
MUSICIANS 
INTERVIEW  
PARTICIPANTS 
TOTAL 
MALE 
 
2 Males = 50% 2 Males = 50% 
FEMALE 
 
2 Females = 50% 2 Females = 50% 
NUMBER OF 
PARTICIPANTS 
4 participants  
in interview 
4  
participants overall 
from conductorless 
orchestra 
AGE OF  
SYMPHONY 
MUSICIANS  
INTERVIEW  
PARTICIPANTS 
MIN/MAX MEAN AGE 
18 – 24 0 – 0% N/A  
 
 
43 years  
(SD = 15.4) 
25 – 34 1 – 25% 28 years/N/A 
35 - 44 2 = 50% 36 years/44 years 
45 – 54 0 = 0% N/A 
55 – 64 1 = 25% 64 years/N/A 
65 – 74 0 = 0% N/A 
75 YEARS AND 
OLDER 
0 = 0% N/A 
TOTAL 
 
 
4 participants  
in interview 
28 years/64 years  
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AGE OF  
CHAMBER 
MUSICIANS 
INTERVIEW  
PARTICIPANTS 
MIN/MAX MEAN AGE 
18 – 24 0 – 0% N/A  
 
 
30.5 years  
(SD = 1.29) 
25 – 34 4 – 100% 29 years/32 years 
35 - 44 0 = 0% N/A 
45 – 54 0 = 0% N/A 
55 – 64 0 = 0% N/A 
65 – 74 0 = 0% N/A 
75 YEARS AND 
OLDER 
0 = 0% N/A 
TOTAL 4 participants  
in interview 
29 years/32 years   
 
 
5.2.2 Participants: Instruments and positions. 
The interview participants from the symphony orchestra were string players (2 = 50%) and brass 
players (2 = 50%). One (25%) interview participant identified as a section or tutti player, while the 
remaining three (75%) interview participants identified as principals, acting principals, or associate 
principals (see Table 21).   
 
Table 21 
The Instruments and Orchestral Positions of Interview Participants from the Australian State 
Symphony Orchestra 
INSTRUMENT INTERVIEW  
PARTICIPANTS 
TOTAL 
STRING (INCL. PIANO 
AND HARP) 
2 = 50% 2 = 50% 
WIND 0 = 0% 0 = 0% 
BRASS 2 = 50% 2 = 50% 
PERCUSSION 0 = 0% 0 = 0% 
TOTAL 4 participants 
in interview 
4  
participants overall 
from symphony 
orchestra 
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POSITION INTERVIEW  
PARTICIPANTS 
TOTAL 
PRINCIPAL/ACTING 
PRINCIPAL 
2 = 50% 2 = 50% 
ASSOCIATE PRINCIPAL 1 = 25% 1 = 25% 
SECTION/TUTTI 1 = 25% 1 = 25% 
TOTAL 4 participants  
in interview 
4  
participants overall 
from symphony 
orchestra 
 
 
The conductorless chamber orchestra is made up of string instrumentalists. Therefore, all interview 
participants were string players (4 = 100%). One (25%) interview participant identified as a principal 
or artistic director, while the remaining three (75%) interview participants identified as artistic 
associates, core members, or section players (see Table 22).  
 
Table 22 
The Instruments and Orchestral Positions of Interview Participants from the Australian 
Conductorless Chamber Orchestra 
 
 
 
 
 
INSTRUMENT INTERVIEW  
PARTICIPANTS 
TOTAL 
STRING (INCL. PIANO 
AND HARP) 
4 = 100% 4 = 100% 
WIND 0 = 0% 0 = 0% 
BRASS 0 = 0% 0 = 0% 
PERCUSSION 0 = 0% 0 = 0% 
TOTAL 4 participants  
in interview 
4  
participants overall from 
conductorless orchestra 
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5.2.3 Participants: Employment status and number of years in orchestra. 
All four (100%) interview participants from the symphony orchestra were full time employees (see 
Table 23). All four (100%) interview participants from the conductorless chamber orchestra were 
casual employees.  
 
Table 23 
The Employment Type/Years of Interview Participants from the Australian State Symphony 
Orchestra 
POSITION INTERVIEW  
PARTICIPANTS 
TOTAL 
PRINCIPAL/ARTISTIC 
DIRECTOR 
1 = 25% 1 = 25% 
ASSOCIATE PRINCIPAL 0 = 0% 0 = 0% 
ARTISTIC ASSOCIATE/ 
CORE/SECTION/TUTTI 
3 = 75% 3 = 75% 
TOTAL 4 participants  
in interview 
4  
participants 
overall from 
conductorless 
orchestra 
EMPLOYMENT 
STATUS 
INTERVIEW 
 PARTICIPANTS 
YEARS 
MIN/MAX 
TOTAL 
FULL TIME 4 = 100% 4 years/43 years 4 = 100% 
CASUAL 0 = 0% N/A 0 = 0% 
TOTAL 4 participants  
in interview 
4 years/43 years 4  
participants 
overall from 
symphony 
orchestra 
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Table 24 
The Employment Type/Years of Interview Participants from the Australian Conductorless Chamber 
Orchestra 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
EMPLOYMENT 
STATUS 
 
INTERVIEW 
 PARTICIPANTS 
YEARS 
MIN/MAX 
TOTAL 
FULL TIME 0 = 0% N/A 0 = 0% 
CASUAL 4 =100% 3 years/12 years 4 = 100% 
TOTAL 4 participants  
in interview 
3 years/12 years 4  
participants 
overall from 
symphony 
orchestra 
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5.3 Qualitative Interview Data 
Four major themes were determined via an Interpretative Phenomenological Analysis (see Table 25). 
Theme 1 and Theme 3 both demonstrate established organisational structures and procedures are 
factors that significantly impact the opportunity for musicians to be involved in artistic decision-
making processes. Theme 2 and Theme 4 share the similar idea that musicians feel valued when they 
are utilised as artistic resources in a creative setting.   
 
Table 25 
The Four Key Themes Identified from the Analysis of the Interview Data, of the Interview 
Participants from the State Symphony Orchestra and the Conductorless Chamber Orchestra 
Themes from 
Interview Data 
 
Theme 1 Organisational structures and procedures hindering musician 
involvement 
Theme 2 Utilising orchestral musicians as artistic resources 
Theme 3 Balancing leadership and collaboration in rehearsals 
Theme 4 Increased feelings of creative fulfillment and self-satisfaction in 
additional roles 
 
 
5.3.1 Theme 1: Organisational structures and procedures hindering musician involvement. 
Interview participants from the symphony orchestra highlighted that management figures were often 
the dominant voices in artistic decision-making processes: 
 
It’s certainly more management kind of heavy for decision-making…I feel the reason for it is 
it takes time….People want to get things done quickly or there’s people who…haven’t 
prepared in advance enough….We have, or are forced to in some cases, plan things at the 
last minute….And then as an extra step to have to go and consult with musicians to ask if they 
think that the program’s going to be successful or not. A lot of the time that last step…gets 
omitted. (Interview Participant 1, section player, symphony orchestra) 
 
In addition to the suggestion that management figures took control over artistic decisions, this 
participant also outlined that musicians were often not consulted on program ideas due to managerial 
disorganisation. These actions had consequences: 
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A lot of musicians generally feel very discontented and have done for a long time, because we 
present all the problems and nothing much appears to change…. I have to say that especially 
over the last 17 years…the effectiveness of those meetings – and even the sort of things they 
put on the agenda for those meetings…seems to be driven by the…qualities of the CEO. 
(Interview Participant 2, principal, symphony orchestra) 
 
This participant suggested that the symphony musicians were discontent because organisational 
decisions solely reflected the needs and wants of the orchestral management figures. In this case, past 
and present Chief Executive Officers (CEO) had directed the symphony orchestra with their own 
personal ideas at the forefront of their minds. The discontent of symphony orchestral musicians was 
also reflected in another interview participant’s response:  
 
So [for] the Artistic Committee…communication with the Artistic Planning Department is 
pretty much non-existent. It’s improved slightly but…the avenue for a professional musician 
who’s employed full-time to actively contribute and be planning events in collaboration with 
someone else, is zero….and it’s completely unfathomable. (Interview Participant 3, associate 
principal, symphony orchestra) 
 
This excerpt suggested there was a significant divide between the orchestral management and the 
orchestral musicians within the symphony orchestra. The three responses of the symphony orchestra 
interview participants demonstrated managerial procedures and figures were hindering the orchestral 
musicians’ involvement in the artistic planning. Furthermore, it was suggested musicians were not 
being valued for anything more than their performance skills, and were not encouraged to actively 
contribute to artistic decisions. In comparison, a musician from the conductorless chamber orchestra 
demonstrated that their orchestral organisation had a more collaborative approach to artistic decision-
making processes: 
 
In our player meetings…we are presented with basically a blank slate…big butchers 
paper…and we all get together with a big list of repertoire and we write down a repertoire 
that we’re interested in playing….Quite often you know, all of the pieces that I’ve suggested 
anyway have washed up in a program at some point. (Interview Participant 5, principal, 
conductorless chamber orchestra) 
 
This participant demonstrated how the musicians of the conductorless chamber orchestra exerted 
significant influence in artistic planning processes. Player meetings had been implemented, enabling 
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the opportunity for the orchestral musicians to collaborate in a creative environment. Additionally, 
the participant demonstrated that this method was sincerely considered by the orchestral management, 
and that a communication pathway had been developed between the orchestral management and the 
orchestral musicians. From analysing the excerpts of Theme 1, the smaller orchestral organisation 
appeared to be more encouraging of its musicians to be involved in artistic planning processes, in 
comparison to the larger orchestral organisation. But what are the implications of this? 
 
The results demonstrated that the Australian symphony orchestral musicians were not particularly 
encouraged by their organisational systems to be involved in artistic decision-making processes. They 
were removed from artistic planning processes, and were unable to influence decisions that directly 
impacted their day-to-day roles within the organisation. Furthermore, the management figures 
appeared to have had a higher standing within the symphony orchestra’s hierarchy, and in turn exerted 
authority. Consequently, it could be suggested that symphony orchestral musicians were experiencing 
low levels of creative fulfillment. In comparison, the response of the musician from the Australian 
conductorless chamber orchestra indicated musicians were valued, and utilised, in artistic decision-
making processes within their organisation. They had challenging work and saw themselves as an 
important part of the team. This would suggest they were experiencing a high level of creative 
fulfillment. The idea of musicians being utilised as artistic resources is highlighted in the next theme.  
 
5.3.2 Theme 2: Utilising orchestral musicians as artistic resources. 
A prominent theme that emerged from data was that orchestral musicians wanted to be recognised as 
artistic resources in artistic decision-making processes. For this to occur, orchestral organisations 
need to provide musicians with the opportunity to develop skills in artistic planning:  
 
I would like to see individual musicians encouraged to develop skills in the direction that 
allow them to get involved in planning….There’s a profound lack of knowledge in the 
orchestra about how to present the kernel of an idea and put it into something that a bunch 
of business people and our management team can implement and work with….It’s bizarre 
that those skills aren’t encouraged, developed, by an orchestra….Management’s not 
understanding the human potential in orchestras and orchestra[l] musicians beyond playing 
instruments. (Interview Participant 3, associate principal, symphony orchestra) 
 
Orchestral musicians should not be defined by, and restricted to, their performance roles. Another 
symphony orchestral musician expressed a similar sentiment:  
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I think that the management need to start looking at the players…as a much more multi-
dimensional resource as opposed to simply just musicians playing their 
instruments….[However] I just don’t think everyone’s ideas are going to be brilliant….I don’t 
think we’ve all got the answers or experience as far as planning personally….I think that our 
opinions are valid…[but] I’m a little bit reticent…to go full steam ahead and say, yes, we 
should be given much more say. (Interview Participant 4, principal, symphony orchestra) 
 
While this interview participant, a symphony orchestral musician, expressed the desire for 
management to recognise musicians as more than instrumentalists, they did recognise that there was 
value in the contribution made to artistic decision-making processes by non-musicians in the 
organisation.  
 
In comparison, the orchestral musicians from the conductorless chamber orchestra implied that their 
organisation already utilised them as artistic resources. Anecdotally, the outcome of this was robust 
concert programs: 
 
Yes I would [say the orchestra generates positive and dynamic concerts]. I think the programs 
are really strong….and there is a sense from the orchestra…that…we’re highly invested in 
the product that we present because we’ve been so involved in the process of creating that 
product. (Interview Participant 5, principal, conductorless chamber orchestra) 
 
The conductorless chamber orchestra also considered the communication skills and attitudes of 
potential orchestral members, during the audition process. The following demonstrated how the 
organisation highly valued its musicians as significant influencers in artistic decision-making 
processes: 
 
It’s something that we look for in our potential…players when we audition. We ask them about 
their skillsets and get a sense of how willing they are to contribute in a proactive way, as 
opposed to waiting to be invited to contribute. (Interview Participant 7, section player, 
conductorless chamber orchestra) 
 
The interview participants of the conductorless chamber orchestra demonstrated that a collaborative 
relationship between the orchestral management and the orchestral musicians had been successfully 
set up. However, further improvements need to be made regarding the communication pathways 
between the managers and the musicians: 
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[The orchestra needs] more regular meetings....sometimes…the results of all of our planning 
don’t get to us until quite late in the piece....for instance, finding out what’s on next year’s 
program at the program launch....and just because [the management figures are] so flat 
strapped. I think if we had shorter, more regular meetings throughout the year….that would 
increase my sense of involvement. (Interview Participant 5, principal, conductorless chamber 
orchestra) 
 
I think the one thing that I have difficulty with at the moment is seeing the…connections 
between where I contribute my ideas and where those ideas get channelled to in the sense of 
actual programs…and events. (Interview Participant 7, section player, conductorless chamber 
orchestra) 
 
The results indicated that the Australian symphony orchestral musicians were perhaps not being 
utilised as artistic resources, as fully as possible, in artistic decision-making processes. In comparison, 
it seemed the Australian conductorless chamber orchestra utilised their musicians as artistic 
resources. In turn, the conductorless chamber orchestral musicians were likely to feel creatively 
fulfilled. However, there was evidence of a lack of clarity in the communication pathways between 
the orchestral management and their musicians. This left the orchestral musicians feeling less 
involved in the organisational procedures.  
 
Aside from their experiences in relation to the artistic planning processes of their respective 
organisations, interview participants also discussed their experiences in the artistic decision-making 
processes within the rehearsal setting.  
 
5.3.3 Theme 3: Balancing leadership and collaboration in rehearsals. 
The orchestral musicians’ capacity to contribute to the interpretative decisions, and the methods that 
had been implemented to accommodate this, varied according to the leadership structure and style 
within the rehearsal settings of the two orchestras. This symphony orchestral musician believed the 
degree at which the orchestral musicians exerted influence on the interpretation of the music relied 
solely on the working style of a conductor: 
 
One week we’ll have a conductor that allows everybody…to have their input first….There are 
some conductors that…are…completely controlling over details…they…will kind of put the 
thumb on any musicians that have ideas….If a conductor does try and take on every detail 
and doesn’t have the adequate rehearsal period to back that up, I don’t think the artistic result 
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will be anywhere near as good.…I always feel that trusting and including musicians in the 
artistic process…will always give better results. (Interview Participant 1, section player, 
symphony orchestra) 
 
Interview Participant 1 suggested that conductors that exercise authority and control are less likely to 
have successful outcomes within tight timelines. Further, they believed conductors should trust their 
musicians throughout the interpretative process. In contrast, the experiences of a musician from the 
conductorless chamber orchestra demonstrated how their ensemble’s rehearsal process encouraged 
participation within the rehearsal setting: 
 
In a chamber orchestra of our size and with the culture that [de-identfied’s] quite deliberately 
cultivated…we’re aiming towards a flat structure, so where there’s no hierarchy within the 
ensemble….We quite often rotate the leadership roles in the ensemble….It’s where we 
really…try to involve everybody in that so everybody has a voice. (Interview Participant 5, 
principal, conductorless chamber orchestra) 
 
However, despite the chamber orchestra’s intentions of a flat-hierarchy, there appeared to be 
circumstances where principals did exert more control over the interpretative decisions within the 
rehearsal setting. For Interview Participant 5, there were pros and cons to this situation. On one hand, 
they pointed out leaders who take control over decisions may help the orchestra to achieve good 
artistic outcomes efficiently. However, leadership rotation should be considered to facilitate the 
involvement of all musicians in the artistic decision-making processes in the rehearsal setting. 
Principals would continue to exert control over decisions, but for fairness every musician would have 
the chance to be a principal: 
  
Quite often…I think the principal player…is sort of in charge….I would like to see more 
concerted rotation of the leadership roles….I think that…we need to talk less and…to clear 
up the hierarchy. As much as we try to be flat I still think…that working towards a single 
artistic outcome can be really strong, even if that single artistic outcome has been decided by 
the…section principals….Those section principals really drive the rehearsals towards that 
single point. Still consultative – I think it’s more fair if it’s rotated around but…just more 
efficient. (Interview Participant 5, principal, conductorless chamber orchestra) 
 
An interview participant from the same orchestra agreed that in a flat hierarchy, a balance between 
leadership and consultation must be well managed, as: 
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One of the shortfalls of [ideas being discussed] logistically is that it can become a lot of 
discussion and then the process gets…inefficient….It’s kind of a balancing act. So if you sort 
of go towards the…equal hierarchy then you’re going to have a less efficient system. If you 
have a very…hierarchical system then it may be efficient but then not everyone feels like they 
will have a say. (Interview Participant 6, section player, conductorless chamber orchestra) 
 
This excerpt highlighted the point that communication, towards the interpretative decisions within 
the rehearsal setting, is key to managing a balancing act. Authoritarian and democratic processes need 
to be balanced in light of time constraints:  
 
Our ensemble is certainly democratic and everyone is able to voice their musical 
suggestions.  However, we often have limited rehearsal time for a project, and therefore some 
musical decisions are often suggested by players in leadership positions, which is totally 
understandable given the time constraints.  However, I believe that there are many players 
who could contribute equally valid musical ideas, and these suggestions could be explored 
more if we had extra rehearsal time. (Interview Participant 8, section player, conductorless 
chamber orchestra) 
 
In this case, this interview participant believed more rehearsals were required in the conductorless 
chamber orchestra. This may facilitate all musicians the opportunity to voice their opinions, and not 
merely be directed by principals.  
 
Research tells us Maslow’s hierarchy of needs plays a part in employee engagement (Cole, 2010). 
For musicians to reach the pinnacle of self-actualisation, employees need opportunities to enable 
them to participate in artistic decision-making processes. They need a sense of control over creative 
decisions. In summary, in the symphony orchestra differing styles of conductors, within the rehearsal 
setting, shaped the degree to which musicians were allowed to contribute towards interpretative 
decisions. In the conductorless chamber orchestra, the deliberate attempt at democracy and a flat 
hierarchy aimed to give all musicians a voice within the rehearsal setting. A system of rotating leaders 
appeared to be an attempt to provide the opportunity for all musicians to contribute to artistic 
decision-making processes. However, the interview participants from both orchestras discussed time 
constraints within their respective rehearsal settings. Often this necessitated leaders taking control of 
the interpretative decision-making processes. They all appeared quite philosophical about this 
circumstance, recognising for the sake of efficiency this often must be the case. However, all 
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musicians also alluded to the need to be involved in artistic decision-making processes in the rehearsal 
setting.  
 
Aside from their experiences in relation to their involvement in the rehearsal setting of their respective 
organisations, interview participants also discussed their experiences in the artistic decision-making 
processes within additional organisational avenues.  
 
5.3.4 Theme 4: Increased feelings of creative fulfillment and self-satisfaction in additional 
roles. 
Professional development, chamber, and education programs enabled orchestral musicians to have a 
sense of control over their work and experience artistic freedom. In turn, this seemed to improve their 
attitudes and outlook towards their orchestral roles. A symphony orchestral musician commented on 
this: 
 
People stepping out from the orchestra situation into a smaller group really is important. 
Especially for string players who are so much in a group and rarely get solos….It’s really 
good for their artistic development and feeling valued to be able to do that….[Furthermore] 
As a mentor or a teacher….suddenly your life becomes meaningful….That’s really vital, 
and…that brings… enthusiasm back into the general big group. (Interview Participant 2, 
principal, symphony orchestra) 
 
This excerpt indicated that symphony orchestral musicians relied on additional programs, within their 
orchestral organisation, to have a higher level of influence and a creative input. Another symphony 
orchestral musician detailed how participating in non-orchestral roles within the organisation can be 
fulfilling: 
 
The happiest I’ve ever been…is [when I participated in concert programing]…[Contributing 
to the creation of] something new and special….[is] intensely satisfying and that’s the sort of 
satisfaction that people….in our management office…get everyday….[I value these 
opportunities to have a creative output]. (Interview Participant 3, associate principal, 
symphony orchestra) 
 
The above response demonstrated the morale of the individual musician had improved when they 
participated in the artistic planning. It is suggested this role enabled the orchestral musician to have 
a sense of inclusion in artistic, work-related decisions. Professional development opportunities, 
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within a non-musical managerial context, would enable orchestral musicians to develop new skills, 
experience career growth, and have a larger influence on the orchestral organisation. This sentiment 
is shared by a musician from the conductorless chamber orchestra:  
 
If your voice is heard in your work place…you have an increased feeling that you can 
influence your surroundings and your work…and that feeling of having…a bit of influence on 
your day-to-day life…it’s a positive thing. You can use your mind towards creating a result 
which just kind of makes you feel good. (Interview Participant 5, principal, conductorless 
chamber orchestra) 
 
This excerpt demonstrated that chamber orchestral musicians, like the symphony orchestral 
musicians, appeared to have higher satisfaction in their roles when they had a sense of control over 
aspects of their orchestral organisation. However, not all chamber orchestral musicians agreed these 
extra roles were sought: 
 
Because it’s not a full-time orchestra…a lot of the players will be doing that already in their 
own time. So they wouldn’t sort of be looking to [de-identified].…Ultimately [seeking the 
opportunity to learn non-musical skills] would just come down to the individual. (Interview 
Participant 6, section player, conductorless chamber orchestra) 
 
As the chamber orchestral musicians were primarily employed in casual positions, they would likely 
to have participated in professional development, chamber, and education avenues outside their 
orchestral organisations. They possibly did not rely on their organisation to provide these 
opportunities. Therefore, the need to seek fulfillment in additional roles depended on the working 
hours of the orchestral musicians.  
 
Self-actualisation within the workplace is described as “the need that requires people to fulfil their 
potential and what they believe they’re capable of” (Maslow’s Hierarchy of Needs and Employee 
Engagement, n.d.). Employees want “growth, learning, leadership and advancement” (Maslow’s 
Hierarchy of Needs and Employee Engagement, n.d.). The responses of the interview participants 
from the symphony orchestra reinforced this. Additional roles appeared to provide the symphony 
orchestral musicians’ meaning and opportunities for involvement in artistic decision-making 
processes. For the musicians’ in the conductorless chamber orchestral musicians, due to the tenure of 
their work, they were able to explore other creative opportunities outside the orchestral organisation. 
They did not necessarily rely on their organisation to provide opportunities. However, the common 
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theme was all the musicians agreed opportunity for growth and advancement are vital to creative 
fulfillment.  
 
5.4 Summary and Discussion 
As seen in the questionnaire results, the interview data showed that opportunities for involvement in 
artistic decision-making processes varied between the musicians of the Australian state symphony 
orchestra and the musicians of the Australian conductorless chamber orchestra. The interview 
participants from the symphony orchestra generally felt undervalued due to a lack of influence in 
artistic planning processes, that were ultimately controlled by the orchestral management. This is not 
a surprising finding. Research has suggested there are cases where orchestral management and 
orchestral musicians, within symphony orchestras, generally embrace two different ideologies 
regarding the direction of artistic decisions (Ruud, 2000). It is also shown the ideology of the 
management figures generally triumph (Ruud, 2000). This is reflected in the responses of the 
interview participants from the symphony orchestra (see Theme 1). In comparison, the interview 
participants from the conductorless chamber orchestra were engaging in a creative environment that 
enabled them to influence artistic decisions and develop collaborative relationships with management 
figures. The interview participants from both orchestras articulated that they wanted to be utilised as 
artistic resources, in artistic planning processes. However, only the conductorless chamber orchestra 
appeared to fully embrace this environment, and recognise that their musicians, like most twenty-first 
century employees, are “insistent on being engaged” within the workplace (Cole, 2010, p. 24). The 
results showed that conductorless chamber orchestral musicians were used as vital resources that 
contributed to the design of the orchestra’s successful concert programs. In contrast, it appeared that 
the symphony orchestral musicians were underutilised in the artistic planning.  
 
There were unexpected perspectives demonstrated in the interview participants’ responses regarding 
the rehearsal settings of their respective orchestras. Based on the findings of previous research, it had 
been anticipated that the conductorless chamber orchestral musicians were likely to experience 
increased opportunities for involvement in interpretative decision-making processes due to their 
orchestra’s dynamic rehearsal methods. However, the interview data of this study suggested 
otherwise. It was also anticipated, based on the findings of previous research, the symphony 
orchestral musicians were likely to express discontent in relation to the hierarchical rehearsal setting, 
and in turn desire change to have musicians more involved in interpretative decision-making 
processes.  
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Despite the presence of traditional hierarchies in the symphony orchestra, the results suggested that 
the symphony musicians were generally more content within the rehearsal, in comparison to the 
conductorless chamber musicians, as long as the conductor trusted the symphony musicians with the 
musical interpretation. This finding is supported by the likert scale questionnaire data. When asked 
to respond to the statement regarding the need for the organisation to encourage musician contribution 
within the rehearsal setting, most of the symphony orchestral musicians disagreed (see Statement 13, 
Table 13). Similarly, when asked if authority and leadership only stems from the conductor and the 
concertmaster, once again most symphony orchestral musicians disagreed (see Statement 10, Table 
12).  
 
In comparison, the conductorless chamber orchestra had a complex situation. Here, individuals and 
subgroups within the orchestra appeared to be dominating the interpretative decision-making 
processes. As a result, hierarchies were developing in a rehearsal setting that was intended to be 
democratic. Some interview participants saw positives in this, whereas others implied it was 
detrimental to collaborative processes. Time pressures were also considered to have an impact on the 
interpretative decision-making processes, within the rehearsal setting of the conductorless chamber 
orchestra. An interview participant suggested that due to a lack of rehearsal time, not all the musicians 
were able to contribute ideas towards the musical interpretation. Pre-existing research, when 
discussing the renowned The Orpheus Process™, suggests conductorless chamber orchestras with 
collaborative rehearsal methods ought to have long rehearsal periods (Vredenburgh & Yunxia He, 
2003, p. 22).  This would enable orchestral musicians to explore their musical interpretations in great 
depth, and engage in longer creative and innovative processes (Vredenburgh & Yunxia He, 2003, p. 
22).  
 
Opportunity for professional development, chamber, and education programs were shown to be vital 
for the symphony orchestral musicians. This is reflected in pre-existing research, where chamber and 
education programs have shown to be avenues that enable orchestral musicians to have individualised 
creative outlets (Abeles & Hafeli, 2014; Parasuraman & Purohit, 2000). In this study, the symphony 
orchestral musicians used these avenues to fulfil their creative needs that were not being met in artistic 
decision-making processes. However, the opportunities for professional development were few. This 
finding is not surprising, considering it has been reported orchestras en masse have “neglected” to 
provide professional development opportunities (Bennett, 2008, p. 48). In contrast, additional 
professional development programs were not seen as a priority for the conductorless chamber 
musicians who engaged in these roles externally.  
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The findings from the qualitative interview data provide the research project with a greater 
understanding of the current and prospective involvement of Australian orchestral musicians, in the 
artistic decision-making processes of their orchestral organisations. The following chapter discusses 
this further by presenting a summary of the combined findings from the orchestral questionnaire and 
the interview, in relation to the research questions. A discussion of the results in relation to Maslow’s 
hierarchy of needs, as the theoretical lens for the research, is also presented. Chapter Six also provides 
detailed recommendations for the Australian state symphony orchestra and the Australian 
conductorless chamber orchestra.  
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Chapter Six 
Discussion and Conclusion 
 
6.1 Preamble 
The aim of this research project was to investigate the current and prospective involvement of 
Australian orchestral musicians in their orchestra’s artistic decision-making processes. This was 
deemed important to investigate as pre-existing research beyond Australia had reported varying 
degrees of satisfaction amongst orchestral musicians, regarding their opportunities for involvement 
in artistic decision-making processes. This research project examined this phenomenon from an 
Australian perspective. This was achieved by analysing the experiences of Australian orchestral 
musicians in three organisational avenues: artistic planning, the rehearsal setting, and current 
opportunities for professional development, chamber, and education programs. From this, the 
Australian orchestral musicians’ levels of creative fulfillment were determined by discussing their 
experiences within the workplace context, against Maslow’s hierarchy of needs (Bayne, 2015; 
Maslow, 1943).  
 
Quantitative and qualitative data were collected from musicians of two contrasting orchestral 
organisations: an Australian state symphony orchestra and an Australian conductorless chamber 
orchestra. As demonstrated in Chapter Four, the data from the questionnaire provided a foundational 
understanding of the perspectives of Australian orchestral musicians, regarding their involvement in 
artistic decision-making processes. In Chapter Five, the interview data explored these perspectives in 
greater depth.  
 
This discussion commences with a discussion of the combined questionnaire and interview data, in 
relation to the project’s research questions: 
 
1. What are Australian orchestral musicians’ perspectives of their current and prospective 
involvement in their orchestra’s artistic decision-making processes? This research question is 
examined in relation to three organisational avenues: 
a. Artistic planning 
b. Rehearsal setting; and 
c. Professional development, chamber, and education programs 
2. Are musicians’ perspectives, regarding their current and prospective involvement in their 
orchestra’s artistic decision-making processes, similar for symphony orchestral musicians and 
conductorless chamber orchestral musicians? 
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The findings and implications of the research project are discussed in relation to theory. Following 
this, the final recommendations for both orchestras are presented. The discussion concludes with a 
proposal for the application of further research within this field, and a conclusion. 
 
6.2 Discussion of Results 
The following sections discuss the combined questionnaire and interview data of each studied 
Australian orchestra, under the three key organisational avenues presented within the project’s first 
research question. The combined questionnaire and interview data related to the project’s second 
research question is embedded within the following sections.  
 
6.2.1 Artistic planning processes. 
The combined questionnaire and interview data of the Australian state symphony orchestra suggested 
that their musicians had limited opportunities to contribute to, and influence, artistic planning 
processes. This is a known phenomenon amongst “resource-rich” orchestral organisations (Mogelof 
& Rohrer, 2005, pp. 102 – 106). As a result, it could be suggested that the musicians potentially 
lacked a sense of creative fulfillment within the artistic planning context. The results also suggested 
the musicians’ opportunity to influence artistic decisions appeared to be hindered by organisational 
hierarchies. As indicated in previous research, the ideologies of some orchestral management can 
dominate artistic planning outcomes (Ruud, 2000). In turn, orchestral musicians may not feel 
recognised, respected or utilised as artistic resources. As demonstrated by the questionnaire data, 
principals of the symphony orchestra generally reported greater knowledge and involvement in 
artistic planning processes, whereas section players were supportive of organisational changes being 
implemented to have musicians better involved and more influential. However, the interview data 
suggested principals, associate principals, and section players shared the opinion that musicians had 
limited opportunities to be involved in their orchestra’s artistic planning processes. 
 
The combined questionnaire and interview data of the Australian conductorless chamber orchestra 
showed their musicians appeared to have experienced greater opportunities for involvement in artistic 
planning processes, than their symphony orchestra counterparts. This outcome is reflected in previous 
research, which demonstrates that orchestral musicians in smaller, self-governed organisations have 
more organisational influence than musicians in larger organisations (Maitlis, 1997). For the 
conductorless chamber orchestral musicians, their positive experiences suggested creative 
fulfillment. This was perhaps the result of their engagement in organisational processes that facilitated 
collaboration and communication within artistic planning processes. Orchestral musicians have skills 
beyond their instrumental playing (Bennett, 2008). In the conductorless chamber orchestra, the 
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organisation appeared to have recognised their non-musical skills, and utilised their musicians to their 
full potential. As demonstrated in the interview data, the result of this collaboration was innovative 
and dynamic concert programs. When considering their level of involvement in organisational 
decision-making processes, it could be suggested that the vital principles for employee motivation, 
“entrepreneurial spirit…and job design,” were present within the conductorless chamber orchestra 
(Cole, 2010, p. 322). Similarly to the symphony orchestral musicians, the questionnaire data revealed 
principals of the conductorless chamber orchestra generally reported greater knowledge and 
involvement in artistic planning processes. In contrast, section players were supportive of 
organisational changes being implemented to have musicians better involved and more influential. 
However, the interview data indicated both principals and section players shared equally positive 
perspectives regarding their current involvement in artistic planning processes.  
 
Whereas some orchestral musicians may be involved in the artistic planning of their organisation, 
others may find themselves involved in artistic decision-making processes within the rehearsal 
setting.  
 
6.2.2 Interpretative decision-making processes in the rehearsal setting. 
The combined questionnaire and interview data of the Australian state symphony orchestra indicated 
that their musicians experienced varying opportunities to contribute to artistic decisions within the 
rehearsal setting, and therefore varying levels of creative fulfillment. The results highlighted that an 
individual’s capacity to contribute to decision-making processes may be influenced by their orchestral 
position, instrumental section, and personal experiences. Emerging research shows principals are 
more likely to have input into interpretative decisions (Ravet, 2016). This was reflected in the 
questionnaire data, which demonstrated section players were often discouraged from contributing to 
interpretative decisions. This could lead to principals experiencing a higher degree of creative 
fulfillment, in comparison to section players. However, the findings of the project indicated that 
regardless of their opinions, positive or negative, the symphony orchestral musicians did not seek 
change to further encourage musician contribution to interpretative decisions, within the rehearsal 
setting.  
 
In comparison to the symphony orchestral musicians, the qualitative questionnaire and interview data 
revealed that the Australian conductorless chamber orchestral musicians were on the whole less 
creatively fulfilled within the rehearsal setting. Despite their orchestra’s intended flat-hierarchy and 
collaborative rehearsal methods, data showed principals often dominated the interpretative decisions. 
In turn, section players often felt underutilised. Most of the musicians were not satisfied with the 
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current rehearsal setting, and offered varying opinions through the interview data on how the 
rehearsals should be approached. Some musicians valued efficiency over collaboration. Some 
musicians wanted the rehearsal to achieve a balanced approach between democracy and authority, 
whereas others wanted principals and section players to play equal roles. Data also suggested tight 
rehearsal schedules had principals taking charge to complete rehearsal agendas, in turn hindering 
section players from contributing to decision-making. This balancing act between democracy and 
scheduling has been identified in previous research, suggesting that longer rehearsal schedules, 
specifically for conductorless chamber orchestras, are required to enable all the musicians to 
contribute ideas towards the decision-making processes (Vredenburgh & Yunxia He, 2003).  
 
Orchestral musicians, experiencing limited opportunities for involvement in artistic planning 
processes and the rehearsal setting, can often seek adjunct avenues within their organisation in order 
to fulfil their creative needs that were not being met elsewhere.  
 
6.2.3 Professional development, chamber, and education programs. 
Previous research demonstrates that twenty-first century orchestral musicians want a “more direct 
voice in their orchestral music making” (Lewis, 2001, p. 52). The findings of this research supported 
this, but also showed this was often not the case for this cohort of symphony orchestral musicians. In 
artistic planning processes, musicians expressed their lack of opportunity to provide input to artistic 
decisions. In the rehearsal setting, section players were less likely to contribute to interpretative 
decisions. Therefore, it is understandable that these musicians, particularly section players, sought 
additional avenues to fulfil their creative needs. The symphony orchestral musicians’ involvement in 
chamber and education programs enabled them to have a sense of control over work-related decisions, 
and engage in an environment that embraced individualised creativity. However, the musicians 
reported a lack of availability of professional development opportunities within the symphony 
orchestral organisation. This circumstance however is not uncommon, with research demonstrating 
that orchestras en masse have “neglected” to provide professional development to musicians 
(Bennett, 2008, p. 48). Professional development can be an important avenue that enables orchestral 
musicians to develop managerial skills, which might then be usefully employed to exert greater 
influence on organisational decisions.  
 
In comparison, the Australian conductorless chamber orchestral musicians generally did not need or 
seek professional development within their orchestral organisation. Although the conductorless 
chamber orchestral musicians liked having a sense of artistic control within their orchestra, they did 
not rely on the organisation to provide additional professional development, chamber, and education 
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opportunities. Due to the nature of their tenure, as casual employees, these musicians had the time to 
explore these avenues externally. It was noted that all of the participating musicians were involved in 
adjunct musical opportunities. There was no identifiable difference in perspectives between the 
principals and section players of the orchestra.  
 
6.2.4 Summary of results. 
The Australian state symphony orchestral musicians appeared to have limited involvement in current 
artistic planning processes, and in professional development opportunities. Accordingly, principals 
and section players supported organisational change for all musicians to be better involved in these 
avenues. They did not recommend change to the current rehearsal setting, and chamber and education 
programs. In comparison, the Australian conductorless chamber orchestral musicians had different 
perspectives. The orchestral musicians seemed to have conflicting opinions on the current rehearsal 
setting. A balance of collaboration and authority was recommended for future rehearsals, as well as 
longer rehearsal periods to enable section players more opportunity to contribute to interpretative 
decisions. They did not recommend change to current artistic planning processes, and professional 
development, chamber, and education programs. The following sections discuss these results in 
relation to the project’s theoretical lens. 
 
Figure 2 illustrates the key orchestral findings framed against Maslow’s hierarchy of needs. Based 
on the findings of the research project, Figure 2 details what an Australian orchestral musician would 
need to experience in their workplace, in order to fulfil each level of needs. The following sections 
discuss the findings in relation to Maslow’s hierarchy of needs in greater detail.  
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Figure 2. Maslow’s hierarchy of needs in the context of Australian orchestral organisations, based on the findings of the project and Maslow, 1943; Cole, 
2010; Bayne, 2015 
Self-
Actualisation 
Needs 
 
Esteem Needs 
 
Social Needs 
 
Security Needs 
 
Physiological Needs 
 
Achieving creative fulfillment as an orchestral musician 
Exerting significant influence towards artistic decision-making processes  
Having creative control in chamber and education programs  
Developing new skills and experiencing advancement due to involvement in professional 
development 
 
Having self-belief and confidence in musical ability   
Being respected for instrumental skills and commitment to performance role 
Achieving esteemed orchestral roles and fulfilling leadership responsibilities 
Feeling like a valued member of the orchestra 
 
Embracing teamwork and like-mindedness 
Experiencing camaraderie and social interaction 
Working towards shared organisational goals  
Having a sense of belonging  
 
 
Not the focus of this research project 
 
Not the focus of this research project 
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6.3 Theoretical Implications 
The theoretical lens for this research project was drawn from humanistic psychology and the notions 
of self-actualisation. It was argued that creative fulfillment, a need satisfied through opportunities to 
engage in creative and artistic decision-making at work, is key to musicians experiencing self-
actualisation. In alignment with the research project’s aim, the following sections further explore how 
the orchestral musicians might have experienced creative fulfillment through their orchestral work, 
by discussing the results against Maslow’s hierarchy of needs (Bayne, 2015; Maslow, 1943). 
 
Self-actualisation can be achieved within an individual’s profession, by engaging in “pursuits that 
utilise a person’s unique talents and passions” (Bayne, 2015, p. 634). Within the workplace, 
achievement of the need esteem may include employees feeling valued, respected, appreciated, and 
recognised for their work (Cole, 2010, p. 333). For the next level of Maslow’s hierarchy, self-
actualisation, this includes engaging in “challenging work allowing creativity, opportunities for 
personal growth and advancement, [and] freedom to make work-related decisions” (Cole, 2010, p. 
333). Therefore, the musicians’ orchestral work likely contributes to their self-actualisation, where 
the work uses their talents and passions, leads them to feel recognised, valued, respected, and 
appreciated, and encourages creativity, growth, and advancement.  
 
6.3.1 Maslow’s hierarchy of needs in relation to artistic planning processes. 
The participants’ lack of influence in artistic planning processes could lead one to believe that the 
symphony orchestral musicians lacked creative fulfillment within this domain. Employees are 
motivated to self-actualise when they participate in organisational procedures, contribute to work-
related decisions, and are involved in communicative and collaborative environments (Cole, 2010). 
However, the results suggested the symphony orchestral musicians were not having these kinds of 
experiences that would lead to self-actualisation. Therefore, limited involvement and influence in 
artistic planning processes could have led to a loss of creative control. In turn, this could have reduced 
the musicians’ creative fulfillment and hindered their capacity to self-actualise.  
 
In comparison, the conductorless chamber orchestral musicians engaged in various avenues that 
facilitated involvement in artistic planning processes. The conductorless chamber orchestral 
musicians were being utilised as artistic resources. They were also encouraged to contribute to 
organisational procedures, and influence work-related decisions that directly affected their roles 
(Cole, 2010, pp. 343 – 345; pp. 604 – 609). Therefore, it is likely they were experiencing a higher 
degree of creative fulfillment, and moving towards a state of self-actualisation.   
 
	 108 
6.3.2 Maslow’s hierarchy of needs in relation to interpretative decision-making processes in 
the rehearsal setting. 
From the findings of the symphony orchestral musician cohort, it is clear there were mixed feelings 
with regards to the interpretative decision-making processes within the rehearsal setting. This makes 
it difficult to determine the musicians’ level of creative fulfillment. Regardless, the results indicated 
the symphony orchestral musicians did not want to implement change to have more musician 
contribution to interpretative decision-making processes, within the rehearsal setting. This may have 
been a compromise they were prepared to make. With this in mind, it could be suggested the 
symphony orchestral musicians were content with their current roles. As a consequence of this 
informed compromise, they could have been experiencing a level of creative fulfillment that equated 
to musicians achieving Maslow’s need of esteem. According to Maslow, esteem refers to when an 
individual has feelings of “worth…[and] capability and adequacy of being useful and necessary” 
(Maslow, 1943, p. 382).  
 
The flat hierarchy of the conductorless chamber orchestra aimed to include all the orchestral 
musicians. However, not all musicians were involved in the interpretative decision-making processes 
within the rehearsal setting. It could be argued that some of their musicians were not being utilised to 
their full potential. As previously mentioned, employees are motivated to achieve self-actualisation 
when they contribute to work-related decisions that directly affect their roles (Cole, 2010). In addition 
to this, recognition, attention, importance and appreciation are vital for an individual’s esteem 
(Maslow, 1943, p. 382). With this in mind, it could be suggested that some of the conductorless 
chamber orchestral musicians were less likely to have experienced creative fulfillment within the 
rehearsal setting, and effectively did not have circumstances that could lead to esteem, and ultimately 
self-actualisation. Only those musicians who were influential and controlled interpretative decisions 
were likely to have experienced a higher degree of creative fulfillment, and potentially reached a state 
of self-actualisation.  
 
6.3.3 Maslow’s hierarchy of needs in relation to professional development, chamber, and 
education programs. 
The symphony orchestral musicians sought additional roles to enable them to fulfil their creative 
needs that were not being met in the artistic planning. By participating in chamber and education 
programs, the symphony orchestral musicians were able to maximise their opportunities for creative 
fulfillment. However, the results indicated there was a lack of professional development opportunities 
for musicians within the organisation. Employees are motivated to self-actualise when they learn new 
skills and broaden their knowledge (Cole, 2010, p. 343). However, without any of these opportunities 
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for professional development, the symphony orchestral musicians were less likely to achieve creative 
fulfillment, nor a state of self-actualisation.  
 
In comparison, the conductorless chamber orchestral musicians were likely to have experienced 
creative fulfillment, and potentially self-actualisation, through their involvement within professional 
development, chamber, and education avenues that were external to the orchestral organisation.  
 
6.3.4 Summary of theoretical implications. 
The Australian state symphony orchestral musicians were likely to be experiencing creative 
fulfillment in chamber and education programs, due to their involvement in artistic decisions within 
these avenues. However, their limited involvement in artistic planning processes and professional 
development opportunities may have reduced their creative fulfillment, and hindered their capacity 
to self-actualise. Due to the musicians’ mixed perspectives and experiences regarding artistic 
decision-making processes within the rehearsal setting, it is difficult to propose their level of creative 
fulfillment. However, the data generally suggested there was a certain level of contentedness amongst 
the musicians. Therefore, it could be surmised they experienced a level of creative fulfillment that 
equates to Maslow’s need of esteem, rather than self-actualisation. In contrast, the Australian 
conductorless chamber orchestral musicians were likely to be experiencing creative fulfillment, and 
self-actualisation, in artistic planning processes due to their involvement in artistic decisions within 
this avenue. They were also likely to have experienced similar feelings towards the professional 
development, chamber, and education programs they were involved in, externally from the 
organisation. However, it could be suggested only those musicians who were influential in 
interpretive decisions within the rehearsal setting were likely to be experiencing creative fulfillment, 
and a state of self-actualisation. Accordingly, those musicians who were not influential were less 
likely to feel creatively fulfilled, or self-actualised, in the rehearsal setting. 
 
6.4 Recommendations and Implications for Orchestral Organisations 
The following recommendations are suggested by the Researcher, in response to the combined 
findings of the quantitative and qualitative data of this study. The purpose of these recommendations 
is to highlight how the creative needs of orchestral musicians might be better fulfilled. The 
recommendations for each orchestra are presented separately, acknowledging that the different 
organisational structures and sizes of each orchestra necessitates a tailored approach.  
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6.4.1 Australian state symphony orchestra. 
Musicians are creative beings. They want to be involved in artistic decision-making processes within 
their orchestral organisation. The greatest concern, from the findings of the Australian state 
symphony orchestra, is that most of their musicians appeared to have had little to no involvement in 
a number of artistic decisions. The Researcher finds organisational changes are required, in particular 
within the artistic planning processes, and the professional development avenues.  
 
The Researcher suggests that the Australian state symphony orchestra should consider re-evaluating 
the current procedures of their artistic planning. There was an evident divide between the orchestral 
management and the orchestral musicians. This divide appeared to have hindered the orchestral 
musicians from developing collaborative and communicative relationships with orchestral 
management, and in turn hindered them from contributing to artistic decisions. The symphony 
orchestra could discourage the organisational divide by implementing methods that enable the 
orchestral management and musicians to work together towards the development of artistic outcomes 
that would benefit both the orchestral musicians and the organisation. Furthermore, section players 
generally wanted more involvement in artistic planning processes. It would be prudent for the 
symphony orchestra to offer section players increased opportunities to engage in artistic planning 
processes. Musician contribution to work-related decisions should not be limited to principals or 
musicians already appointed on artistic committees. The current artistic planning processes could be 
more accepting for greater inclusion of section players, who make up the majority of the orchestra.  
 
Findings highlighted that some symphony orchestral musicians felt restricted to their performance 
roles. The Researcher recognises orchestral musicians possess non-musical knowledge and skills, and 
therefore should not be considered as solely instrumentalists by their organisation. Orchestral 
management should recognise that their orchestral musicians have skills beyond their instrumental 
playing. Indeed, musicians often have formal qualifications and experience in other professions, 
which could be utilised to the advantage of the organisation. Interview participants from the state 
symphony orchestra demonstrated their involvement in designing concert programs enabled them to 
have artistic input within their orchestral roles. Utilising orchestral musicians as artistic resources 
would likely elevate the positive workplace culture, employee morale, and organisational outcomes 
of the symphony orchestra.  
 
The symphony orchestra could also provide their musicians with increased opportunities for training 
in additional areas, such as arts management. “Multiskilling, upskilling and cross-skilling” the 
orchestral musicians would ultimately provide them with the opportunity to develop new managerial 
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skills (Cole, 2010, p. 343). In turn, the organisation would benefit from having proficient and expert 
musicians that could contribute effectively to organisational operations and artistic decisions. 
Opportunities could be offered more explicitly as part of a professional development program. 
Professional development would enable the musicians to have access to organisational departments 
outside the rehearsal room, and in turn provide opportunities for individualised work, personal 
growth, and advancement. By participating in these additional roles, the symphony orchestral 
musicians are more likely to experience creative fulfillment.    
 
The Researcher has no recommendations for the rehearsal setting or the chamber music programs. 
These facets of the symphony orchestra appeared to be strengths. Therefore, no recommendations for 
change are warranted. The symphony orchestral musicians were generally satisfied within the 
rehearsal setting despite the presence of traditional hierarchies. This was particularly reflected within 
the quantitative likert scale data. Most musicians somewhat disagreed with the need for the 
organisation to encourage more musician contribution, or implement new collaborative methods, 
within the rehearsal setting (Statements 13 – 14, Table 13). They were also particularly satisfied with 
the current chamber program. This was reflected in the open-ended questionnaire data and the 
qualitative interview data. Symphony orchestral musicians believed that the best way their 
organisation supported them to make valued contributions to artistic decisions was by providing the 
chamber music program (see Table 16). They also believed the current chamber music program was 
vital to their artistic development (see 5.3.4).  
 
6.4.2 Australian conductorless chamber orchestra. 
Musicians of the Australian conductorless chamber orchestra had diverse and conflicting opinions on 
how the rehearsal should operate. It would perhaps be useful for the organisation to develop a set of 
principles for effective and efficient rehearsal processes.  
 
The Researcher recommends both the orchestral management and the orchestral musicians should 
come together and collectively discuss the positive and negative factors of their current rehearsal 
setting. There are currently some tensions around whether highly collaborative and non-hierarchical 
rehearsals are always efficient, and if decisions at some point in the rehearsal should be led by 
principals. It may be a worthwhile exercise for management and musicians to examine and discuss 
the rehearsal methods of ensembles with similar hierarchical structures, both nationally and 
internationally. For example, the Orpheus Chamber Orchestra (OCO) musicians have “deliberately 
cultivate[d] a way of speaking” that facilitates efficiency and embraces collaboration, within the 
rehearsal setting (Winston Churchill Memorial Trust, 2015, pp. 25 – 25). Once all musicians have a 
	 112 
thorough understanding of the various rehearsal methods and techniques of other conductorless 
chamber orchestras, they should consider developing a set of guiding principles for the effective and 
efficient running of rehearsals. These principles can be evaluated and refined periodically.  
 
Any development of a set of guiding principles for the rehearsal process needs to take into 
consideration the rehearsal schedule. For example, OCO’s rehearsals are scheduled over an extended 
period of time (Vredenburgh & Yunxia He, 2003, p. 22). This is considered a positive experience for 
the OCO musicians, because they are able to explore musical interpretation in a long creative process 
(Vredenburgh & Yunxia He, 2003, p. 22). If the conductorless chamber orchestra wished to continue 
advocating for highly collaborative and non-hierarchical rehearsals, the rehearsal schedule would 
need to accommodate this by enabling the musicians enough time to engage in collaborative 
processes. Developing a set of rehearsal principles, that considers efficiency and effectiveness, would 
be a positive enhancement to the organisational processes and artistic outcomes of the conductorless 
chamber orchestra. These principles would also potentially improve the musicians’ sense of creative 
fulfillment.  
 
The Researcher has no recommendations for the artistic planning or the professional development, 
chamber, and education programs. The conductorless chamber orchestral musicians were reportedly 
satisfied with their involvement in artistic planning processes. This was reflected in the quantitative 
likert scale data and the qualitative interview data. The conductorless chamber orchestral musicians 
appeared to be creatively fulfilled in artistic planning, due to engaging in collaborative procedures 
and exerting significant influence on artistic decisions (see Statements 1 – 6, Table 10 and Table 11; 
see 5.3.1 and 5.3.2). Furthermore, the conductorless chamber orchestral musicians did not express a 
need for professional development, chamber, and education programs within their orchestral 
organisation. This was reflected in the qualitative interview data. Due to the nature of their tenure, 
the conductorless chamber orchestral musicians had time to explore these avenues externally (see 
5.3.4). They were all involved in adjunct musical opportunities, which seemed to satisfy their needs 
for creative and artistic outlets.  
 
6.5 Limitations of the Project and Recommendations for Future Research  
The findings of the research project need to be considered in light of the methodology and sample 
size. The case study approach enabled a comparison between two contrasting orchestral 
organisations. However, results may be limited to the orchestras and musicians included in the 
research. Further research with a larger scope, in terms of Australian orchestral organisations and 
musician participants, is recommended. In addition, future research ought to investigate the differing 
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perspectives of principals and section players, as well as the perspectives of those in orchestral 
management operations.  
 
A research project on a national scale would provide a diverse and comprehensive understanding of 
the needs of orchestral musicians. From this, organisational changes would be recommended and, if 
implemented, would potentially improve the creative fulfillment of orchestral musicians, as well as 
the organisational processes, workplace culture, employee relations, and organisational output of all 
Australian orchestras. It would therefore be particularly beneficial for future research to have 
participating orchestras adopt and evaluate the proposed organisational changes. 
 
The potential benefits to orchestral musicians from future research are many. Outcomes would 
include better workplace dynamics and improved collegial generosity amongst peers. Improved 
collaborative processes within the workplace would lead to greater involvement for all musicians in 
artistic decision-making processes. Furthermore, by participating in improved professional 
development opportunities, the orchestral musicians would experience self-growth and advancement 
within their roles, enabling them to exert greater influence on artistic decision-making processes. 
Community education programs and innovative chamber programs would enable the orchestral 
musicians to engage in roles that facilitate individualised creativity. Collectively, the development 
would result in musicians reaching their potential, and being creatively fulfilled within their orchestral 
roles.  
 
6.6 Conclusion 
This research project investigated the current and prospective involvement of Australian orchestral 
musicians in their orchestra’s artistic decision-making processes. The orchestral musicians’ creative 
fulfillment was determined, by discussing their experiences within the workplace context against 
Maslow’s hierarchy of needs.  
 
Pre-existing research within this field had mostly been conducted in an international context. The 
research project filled this gap in the literature, by focusing the investigation on the involvement of 
Australian orchestral musicians in artistic decision-making processes. The findings of the project 
offer new knowledge on the experiences and perceptions of orchestral musicians, from two 
contrasting orchestral organisations.    
 
The research findings highlighted the important contribution orchestral musicians are able to make, 
and importantly want to make, towards artistic decision-making processes within their respective 
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orchestral organisations. The research also highlighted the differing experiences and perceptions 
between principals and section players, and symphony and conductorless chamber orchestral 
musicians. The proposed recommendations offer orchestral organisations suggestions on how they 
could implement change to have their orchestral musicians more involved in artistic decision-making 
processes, and in turn feel creatively fulfilled within their roles.  
 
A musician must make music, an artist must paint, a poet must write, if he is to be ultimately 
happy. What a man can be, he must be. This need we may call self-actualisation – Abraham 
Maslow. (Maslow, 1943, p. 382) 
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Appendix 
 
Appendix A. Questionnaire (Anonymous – Questionnaire Participants) 
 
 
 
 
 
Investigating the Role of Australian Orchestral Musicians in the Artistic 
Decision-Making Processes: Two Case Studies 
Miss Sarah Lewis (Chief Investigator, Master of Philosophy Candidate) 
School of Music, The University of Queensland 
 
This research is being conducted as part of the Master of Philosophy degree requirements at the 
School of Music, The University of Queensland. The data from the participant questionnaire will be 
aggregated. 
 
ORCHESTRAL MUSICIAN QUESTIONNAIRE 
 
The aim of this research project is to investigate the beliefs and values orchestral musicians have 
towards their involvement in their orchestra’s current artistic decision-making processes, in an 
Australian context.  
 
1. What is your gender? 
 
Male                                 ¨ 
Female                              ¨ 
Other (please specify): ¨ 
  
 
 
 
 
 
 
School of Music 
Level 4 Zelman Cowen Building 
Telephone: (07) 3365 4949 
Fax Number: (07) 3365 4488 
Email: music@uq.edu.au 
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2. What is your age? 
 
 
  
 
3. What is your instrument and position in the orchestra? 
 
 
 
 
 
4. Please indicate your employment type and number of years, with your current orchestral 
organisation: 
 
a. Casual                ¨ 
 
Number of years playing with orchestra (please specify):  
  
 
 
 
 
b. Full Time  ¨ 
 
Number of years playing with orchestra (please specify):  
  
 
 
 
 
 
 
 
 
                        Years 
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5. Please list other professional orchestras you are currently, and have previously, worked 
with: 
 
Name of Professional 
Orchestra 
Casual or Full Time 
Member 
Years of Playing with 
Orchestra (approx.) 
Status of Employment 
(Current or Previous) 
    
 
 
 
6. What are the highlights of your career where you felt you could make a valued contribution 
to the artistic decision-making processes? 
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7. What are the low points of your career where you felt you could not make a valued 
contribution to the artistic decision-making processes? 
 
 
 
 
 
QUESTIONNAIRE CONTINUES OVER PAGE. 
 
8. For the following statements, please indicate your answer by using the rating scale. Tick the 
appropriate box for each statement that best represents your opinion 
. 
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Statements 
Strongly 
Disagree 
1 
Disagree 
 
2 
Somewhat 
Disagree 
3 
Neutral 
 
4 
Somewhat 
Agree 
5 
Agree 
 
6 
Strongly 
Agree 
7 
Orchestral Musicians and Artistic Decision-Making Processes 
I have substantial knowledge of the current artistic decision-making 
processes within my orchestral organisation (i.e. artistic planning) 
       
I am satisfied with the outcomes of the current artistic decision-making 
processes within my orchestral organisation 
       
My orchestral organisation has existing avenues that facilitate and 
encourage the participation of the orchestral musicians in the artistic 
decision-making processes 
       
As an orchestral musician, I can exert significant influence on the artistic 
decision-making processes within my orchestral organisation 
       
I feel my orchestral organisation could improve the current avenues to 
have orchestral musicians better involved and more influential in the 
artistic decision-making processes 
       
I feel my orchestral organisation could implement new avenues to have 
orchestral musicians better involved and more influential in the artistic 
decision-making processes 
       
 
Statements 
Strongly 
Disagree 
1 
Disagree 
 
2 
Somewhat 
Disagree 
3 
Neutral 
 
4 
Somewhat 
Agree 
5 
Agree 
 
6 
Strongly 
Agree 
7 
Rehearsals and Artistic Decision-Making Processes 
The rehearsal setting within my orchestral organisation allows the 
orchestral musicians to contribute to the artistic decision-making 
processes, during rehearsals (i.e. interpretative decisions) 
       
The rehearsal setting within my orchestral organisation embraces 
collaboration between the musicians, section leaders, concertmaster and 
the conductor  
       
The rehearsal setting within my orchestral organisation embraces 
communication between the musicians, section leaders, concertmaster 
and the conductor 
       
Authority and leadership only stems from the conductor or the 
concertmaster 
       
My creative abilities are valued in the rehearsal setting within my 
orchestral organisation 
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9. What are the best ways that this orchestral organisation supports you to contribute to the artistic decision-making processes? 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
My creative needs are fulfilled in the rehearsal setting within my 
orchestral organisation 
       
I feel my orchestral organisation could encourage orchestral musicians to 
contribute more effectively during the artistic decision-making processes, 
during the rehearsals (i.e. interpretative decisions)  
       
I feel my orchestral organisation could implement new collaborative 
methods in the rehearsal setting 
       
 
Statements 
Strongly 
Disagree 
1 
Disagree 
 
2 
Somewhat 
Disagree 
3 
Neutral 
 
4 
Somewhat 
Agree 
5 
Agree 
 
6 
Strongly 
Agree 
7 
Overall 
As an orchestral musician, I feel satisfied in my orchestral organisation        
As an orchestral musician, I feel valued in my orchestral organisation        
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10. In what ways could this orchestral organisation better support you to contribute to the artistic decision-making processes? 
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Appendix B. Questionnaire (Identified – Interview Participants) 
 
 
 
 
 
Investigating the Role of Australian Orchestral Musicians in the Artistic 
Decision-Making Processes: Two Case Studies 
Miss Sarah Lewis (Chief Investigator, Master of Philosophy Candidate) 
School of Music, The University of Queensland 
 
This research is being conducted as part of the Master of Philosophy degree requirements at the 
School of Music, The University of Queensland. The data from the participant questionnaire will be 
aggregated. 
 
INTERVIEW QUESTIONNAIRE 
 
The aim of this research project is to investigate the beliefs and values orchestral musicians have 
towards their involvement in their orchestra’s current artistic decision-making processes, in an 
Australian context.  
 
1. What is your name? 
 
 
 
 
2. What is your gender? 
 
Male                                 ¨ 
Female                              ¨ 
Other (please specify): ¨ 
  
 
 
 
School of Music 
Level 4 Zelman Cowen Building 
Telephone: (07) 3365 4949 
Fax Number: (07) 3365 4488 
Email: music@uq.edu.au 
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3. What is your age? 
 
 
  
 
4. What is your instrument and position in the orchestra? 
 
 
 
 
 
5. Please indicate your employment type and number of years, with your current orchestral 
organisation: 
 
a. Casual                ¨ 
 
Number of years playing with orchestra (please specify):  
  
 
 
 
b. Full Time  ¨ 
 
Number of years playing with orchestra (please specify):  
  
 
 
 
 
 
 
 
 
 
                        Years 
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6. Please list other professional orchestras you are currently, and have previously, worked 
with: 
 
Name of Professional 
Orchestra 
Casual or Full Time 
Member 
Years of Playing with 
Orchestra (approx.) 
Status of Employment 
(Current or Previous) 
    
 
 
7. What are the highlights of your career where you felt you could make a valued contribution 
to the artistic decision-making processes? 
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8. What are the low points of your career where you felt you could not make a valued 
contribution to the artistic decision-making processes? 
 
 
 
 
QUESTIONNAIRE CONTINUES OVER PAGE. 
 
9. For the following statements, please indicate your answer by using the rating scale. Tick the 
appropriate box for each statement that best represents your opinion 
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Statements 
Strongly 
Disagree 
1 
Disagree 
 
2 
Somewhat 
Disagree 
3 
Neutral 
 
4 
Somewhat 
Agree 
5 
Agree 
 
6 
Strongly 
Agree 
7 
Orchestral Musicians and Artistic Decision-Making Processes 
I have substantial knowledge of the current artistic decision-making 
processes within my orchestral organisation (i.e. artistic planning) 
       
I am satisfied with the outcomes of the current artistic decision-making 
processes within my orchestral organisation 
       
My orchestral organisation has existing avenues that facilitate and 
encourage the participation of the orchestral musicians in the artistic 
decision-making processes 
       
As an orchestral musician, I can exert significant influence on the artistic 
decision-making processes within my orchestral organisation 
       
I feel my orchestral organisation could improve the current avenues to 
have orchestral musicians better involved and more influential in the 
artistic decision-making processes 
       
I feel my orchestral organisation could implement new avenues to have 
orchestral musicians better involved and more influential in the artistic 
decision-making processes 
       
 
Statements 
Strongly 
Disagree 
1 
Disagree 
 
2 
Somewhat 
Disagree 
3 
Neutral 
 
4 
Somewhat 
Agree 
5 
Agree 
 
6 
Strongly 
Agree 
7 
Rehearsals and Artistic Decision-Making Processes 
The rehearsal setting within my orchestral organisation allows the 
orchestral musicians to contribute to the artistic decision-making 
processes, during rehearsals (i.e. interpretative decisions) 
       
The rehearsal setting within my orchestral organisation embraces 
collaboration between the musicians, section leaders, concertmaster and 
the conductor  
       
The rehearsal setting within my orchestral organisation embraces 
communication between the musicians, section leaders, concertmaster 
and the conductor 
       
Authority and leadership only stems from the conductor or the 
concertmaster 
       
My creative abilities are valued in the rehearsal setting within my 
orchestral organisation 
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10. What are the best ways that this orchestral organisation supports you to contribute to the artistic decision-making processes? 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
My creative needs are fulfilled in the rehearsal setting within my 
orchestral organisation 
       
I feel my orchestral organisation could encourage orchestral musicians to 
contribute more effectively during the artistic decision-making processes, 
during the rehearsals (i.e. interpretative decisions)  
       
I feel my orchestral organisation could implement new collaborative 
methods in the rehearsal setting 
       
 
Statements 
Strongly 
Disagree 
1 
Disagree 
 
2 
Somewhat 
Disagree 
3 
Neutral 
 
4 
Somewhat 
Agree 
5 
Agree 
 
6 
Strongly 
Agree 
7 
Overall 
As an orchestral musician, I feel satisfied in my orchestral organisation        
As an orchestral musician, I feel valued in my orchestral organisation        
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11. In what ways could this orchestral organisation better support you to contribute to the artistic decision-making processes? 
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Appendix C. Interview Schedule 
 
 
 
 
 
 
Investigating the Role of Australian Orchestral Musicians in the Artistic 
Decision-Making Processes: Two Case Studies 
Miss Sarah Lewis (Chief Investigator, Master of Philosophy Candidate) 
School of Music, The University of Queensland 
 
This research is being conducted as part of the Master of Philosophy degree requirements at the 
School of Music, The University of Queensland.  
 
INTERVIEW SCHEDULE 
 
The aim of this research project is to investigate the beliefs and values orchestral musicians have 
towards their involvement in their orchestra’s current artistic decision-making processes, in an 
Australian context.  
 
Current Decision-Making Processes 
 
1. Could you please tell me about the artistic decision-making processes that you are aware of 
within your orchestral organisation? (Prompt: artistic planning committees, musician 
committees, orchestral meetings) 
 
1a. Could you describe to me how you view the operation of these artistic decision-
making processes in your organisation? (Prompt: quantity of committee meetings, 
location/convenience of meetings, figures involved in committee meetings, figures 
reporting to/seeking contribution from musicians, communication pathways) 
 
1b. What are your thoughts on the outcomes of these artistic decision-making processes? 
(Prompt: generating positive/dynamic results or mainstream/negative results, level 
of success on artistic choices/programming/product development) 
School of Music 
Level 4 Zelman Cowen Building 
Telephone: (07) 3365 4949 
Fax Number: (07) 3365 4488 
Email: music@uq.edu.au 
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2. Could you describe to me what you see as the current involvement of the orchestral 
musicians in the artistic decision-making processes within your orchestral organisation? 
(Prompt: avenues existing allowing musicians to participate to artistic decisions, musician 
committees, full orchestra meetings, section leader/musician representatives on artistic 
planning committees, frequency of meetings/involvement) 
 
2a. Can you tell me about the nature and scope of the orchestral musicians’ contribution 
to the artistic decision-making processes? (Prompt: level of influence, feeling 
valued, recognition and utilisation of creative abilities, musician involvement 
generating results, level of musician involvement compared to other figures in 
organisation) 
 
3. Thinking back over your experiences, how have you seen the orchestral musicians 
contributing to the artistic and interpretative decision-making processes within your 
orchestra’s rehearsal setting? (Prompt: authoritative/democratic figure, musician influence 
on interpretation, level of collaboration, creative abilities recognised and valued, individual 
creative satisfaction/dissatisfaction) 
 
3a. Could you identify the biggest strengths and weaknesses of the current rehearsal 
processes of your orchestra? (Prompt: leadership, communication, collaboration, 
decision-making processes)  
 
4. Tell me about the other ways in which your organisation supports musicians to contribute to 
the artistic decision-making processes and provide opportunities to develop new skills? 
(Prompt: professional development programs, workshops/masterclasses, education and 
community programs) 
 
4a. Could you please describe to me the importance of the implementation of these 
programs, and the benefits they provide to the orchestral musicians? (Prompt: 
satisfy creative needs/abilities that aren’t being met elsewhere, or dissatisfy creative 
needs/abilities) 
 
4b. What is the best aspect about your organisation’s professional development 
program? (Prompt: job satisfaction, creative fulfillment, developing non-musical 
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skills i.e. management/board membership/artistic planning/communication, gaining 
skills that assist musicians when participating in artistic decision-making processes) 
 
4c. What challenges are presented in your organisation’s current professional 
development program? (Prompt: accessibility/convenience of time and location, 
impact on job satisfaction, level of adequacy in providing skills to assist in artistic 
decision-making processes) 
 
Potential Decision-Making Processes 
 
1. Could you please talk to me about how you think orchestral musicians could be better 
involved in the artistic decision-making processes?  
(Prompt: prospective involvement in artistic planning, improvements/adjustments to 
current meetings/committees/musician representatives, encouraging higher levels of 
musician influence, communication pathways between musicians and other figures, 
involvement impacting levels of creative fulfillment and generating results) 
 
2. How do you think orchestral musicians could contribute more effectively during the artistic 
and interpretative decision-making processes within your orchestra’s rehearsal setting? 
(Prompt: authoritative/democratic, levels of influence, creative fulfillment, recognition and 
feeling valued for creative abilities) 
 
2a. In your view, what specific methods could be utilised in the orchestral rehearsal 
setting, to encourage orchestral musicians to contribute to the artistic and 
interpretative decision-making processes? (Prompt: methods encouraging 
communication and collaboration, decision-making processes, abandoning 
hierarchies, rotating leaders/section players/conductors) 
 
3. Reflecting on your orchestra’s current professional development program, how do you think 
the organisation could better support its orchestral musicians to develop skills, in order to 
participate effectively in the artistic decision-making processes? (Prompt: improve/adjust 
for prospective professional development program, implement additional programs, how 
changes would impact satisfaction and creative fulfillment of orchestral musicians) 
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